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THE GLOBALGOTHIC VAMPIRE: APPLICATION OF AND BENEFITS FOR THE
ENGLISH STUDIES MODEL

DAVID LAWRENCE HANSEN
223 Pages
This dissertation utilizes canonical vampire texts interlaced with pop-culture story-worlds
and international cultural remediations to demonstrate the flexibility of the Globalgothic as a
viable and valuable research lens to facilitate skills-based learning in undergraduate students by
utilizing each of the four branches of the English Studies Model; literature, linguistics, rhetoric,
and pedagogy. For this dissertation, I will be using the term Globalgothic as suggested by
Glennis Byron. The focus of this literary lens is not merely to look at the conventions
traditionally associated with the gothic genre, such as crumbling houses, a sense of foreboding,
dark omens, and damsels in distress. Rather, the globalgothic gains additional meaning and
context through following the trajectory of reoccurring themes and images across nationalities
and through its inclusion of pop-culture remediations and iconography.
This treatise begins by situating the Globalgothic within a college curriculum and
examining its beneficial qualities, such as addressing its potential to draw more interest to
struggling humanities programs by engaging with pop-cultural narratives surrounding the
vampire archetype. It also argues that engaging with morbid materials may help students develop
coping mechanisms against real-life stressors. The study then undertakes a linguistic analysis of
the name Dracula by examining its global trajectory; shedding light on its Latin roots, Bram
Stoker’s usage of the name, and its application in the novel’s Turkish transcultural adaptation,

Kazikli Voivode, by Ali Rıza Seyfi. Findings highlight Stoker and Seyfi’s use of language and
names as cultural identifiers, such as displaying a character’s societal position and to what extent
they are likely to be embraced by a given population or to be shunned as a foreign intrusion.
Next, the research centers on the visual semiotics of Dracula’s appearance across
mediums and its evolution from the novel to a cross-culturally recognized standardization. It
explores the hexagon-shaped military medal added in the 1931 Universal film and its semiotic
relationships to Judaism, Buddhism, and the Muslim faith. Finally, the dissertation makes clear
the pedagogical applications of the globalgothic lens through its findings based on a classroom
study of student engagement concerning key cultural concepts and provides recommendations
for course innovations including changes in assigned texts, lesson plans, and assessment tools.

KEYWORDS: Globalgothic; vampire; English Studies Model; pedagogy; Dracula; visual
rhetoric; Ali Riza Seyfi; literature; onomastics; Turkish; Kazikli Voivode
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INTRODUCTION
We live in a time of monsters. …we explore what happens when monstrousness is
taken seriously, as a mode of cultural discourse. This examination necessarily
involves how the manifold boundaries (temporal, geographic, bodily,
technological) that constitute ‘culture’ become imbricated in the construction of
the monster—a category that is itself a kind of limit case, an extreme version of
marginalization, an abjecting epistemological device basic to the mechanics of
deviance construction and identity formation.
–Jeffrey Jerome Cohen, Introduction to Monster Theory
Writers such as Edgar Allen Poe, Mary Shelley, and Bram Stoker have long been staples
of many high school and college reading lists, and Gothic study has been gradually gaining
traction as worthy of specialized courses in sections of higher education for decades. It seems a
natural progression in collegiate interests to create courses dedicated to the specific study of
gothic monsters, most notably the culture-spanning vampire. My research and praxis are founded
on the premise that student engagement is significantly enhanced by scaffolding their learning
process off their underlying knowledge of pop-culture and its intersection with monsters as part
of that background cultural language. This gives students the opportunity to begin their journey
on familiar ground, regardless of their specific backgrounds and cultural histories, as monsters
are a cross-national occurrence that pervades all forms of storytelling and media representation.
It is this pervasiveness across cultures that positions monsters, in this specific case the vampire,
to be an effective focus of social examination and scholarly discussion beyond a primarily
Western-centric approach.
My work with utilizing monsters for the scaffolding of learning emerges out of an
Interdisciplinary English Studies approach and invites greater cultural diversity into a classroom
while serving the needs of students regardless of their majors or career goals. After all, a student
studying mathematics is likely to have a similar monster-infused pop-culture background as does
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biology, theatre, psychology, or even an English major. Harnessing the monster as a common
denominator, my work demonstrates how to not only engage with students through their
antecedent knowledge but also helps them return to their own disciplines with a better
understanding and appreciation of how things work within an English studies model, itself an
inherently interdisciplinary one. Following the globally invasive trajectory of the vampire allows
for a strong diversity of ideas and interpretations branching out from a Western-centered
framework for readers to explore. Just the word “vampire” itself offers a transnational experience
in pursuit of its origins, as there is no definitive understanding of where the word initially came
from and there is debate as to how it evolved. In his 1928 book, The Vampire: His Kith and Kin,
Montague Summers addresses this gap in tracing the genesis of the word:
The Songs of the Russian People from which (p. 410) I cite the following passage was
published early in 1872. Of Vampires he writes: “The name itself has never been
satisfactorily explained. In its form of vampir [South Russian upuir, anciently upir], it has
been compared with the Lithuanian wempti = to drink, and wempti, wampiti = to growl,
to mutter, and it has been derived from a root pi [to drink] with the prefix u = av, va. If
this derivation is correct, the characteristic of the vampire is a kind of blooddrunkenness.” (19)
That derivation, however, is only one of many plausible possibilities. 1 Summers
explores additional root possibilities:
The word Vampire (also vampyre) is from the Magyar vampir, a word of Slavonic
origin occurring in the same form in Russian, Polish, Czech, Serbian, and
Bulgarian with such variants as Bulgarian, vapir, vepir; Ruthenian vepyr, vopyr,
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As do other scholars such as Sabine Baring-Gould, Raymond T. McNally, and David J. Skal.
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opyr; Russian upir, upyr; South Russian upuir; Polish upier. Miklosich suggests
the Turkish uber, witch, as a possible source. (18-19)
The word that has come to designate the object under discussion offers fertile ground for
critical analysis due to its transnational nature. This one inroad for classroom discussion alone
opens the door for thinking well beyond the borders of Western literature. Scholars and students,
almost by necessity, are confronted with the challenge to explore a rich multi-cultural context
regarding a fictional archetype found in every branch of media and storytelling. This dissertation
explores some of those multi-cultural pathways to demonstrate how such globalgothic
investigation works, while simultaneously arguing for the pedagogical effectiveness of such an
approach and its suitability in an interdisciplinary, English Studies model.
Samantha George, a professor at the University of Hertfordshire, UK, relates her
experiences in creating such vampire centered offering. In her course, she branched out beyond
the traditionally held “canonical” Gothic literature of the Victorian era and utilized the growing
globalgothic lens which incorporates pop-cultural aspects into the classroom research and
discussion. George wrote, “Bringing vampires in the curriculum has proved controversial. There
have been detractors and scoffers… but it has also provoked interesting debates about the canon
and the study of popular literature in universities.” (Nevarez 1)
This dissertation looks at canonical texts interlaced with more modern and even popculture driven story-worlds, and through the interconnectivity offered by globalgothic research, 2
I show how these works can be utilized to facilitate skills-based learning in students. 3 The
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See: The Cambridge Companion to the Modern Gothic, Globalgothic, Monster Theory, Scream, Spectral
Readings, International Gothic: Monstrous Media/Spectral Subjects.
3
I will be using the spelling “globalgothic” as suggested by Glennis Byron in her introduction to the book of critical
essays, Globalgothic. Her rationale for this specific written form of the term is that it visually makes clear this
subject is not a re-tread of Gothic scholarship but is a hybrid of ideas and research. The focus of this literary lens is
not merely to look at the conventions traditionally associated with the gothic genre, such as crumbling houses, a
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proceeding exploration looks at the global trajectories of the monstrous gothic, beginning with a
general review of the support surrounding related pop-culture analysis and advancing towards
examining specific benefits for students engaged with globalgothic research regardless of their
discipline or area of specialization. 4 Several of the main books that form the basis for this
research include Globalgothic, The Logic of Culture, The Gothic in Contemporary Literature
and Popular Culture, Globalization: Culture and Education in the New Millennium,
International Gothic: Monstrous Media/Spectral Subjects, and Monster Theory: Reading
Culture. As my research includes examining ways in which pop-culture remediations impact
student perceptions of literary conventions, it is important to contextualize these aspects in
conversation with best teaching practices and student engagement. The previously mentioned
Gothic as pop-culture texts lay the groundwork for understanding how culture is mobile and
examine the way these narratives impact social thinking across, as Cohen put it, “temporal,
geographic, bodily, technological” boundaries with some texts having direct focuses made
towards monstrosities and their related globalgothic sensibilities.
My approach to this material is to apply the above-listed scholarly texts towards not only
advancing collegiate appreciation and support of non-traditional humanities courses such as popculture globalgothic offerings; it discusses ways the globalgothic lens can be applied to the
English Studies model to create conversations across areas of focus. Examples of this include
Chapter 2’s onomastic research as applied to character analysis and Chapter 3’s deconstruction

sense of mystery and foreboding, dark omens, and damsels in distress. Rather, the globalgothic gains additional
meaning and context through following the trajectory of reoccurring themes and images across nationalities and
through its inclusion of pop-culture remediations and iconography.
4
See: The Logic of Culture, Globalization: Culture and Education in the New Millennium, Practicing Culture, A
Sociology of Culture: Taste and Value, From Popular Culture to Everyday Life, Highbrow Lowbrow.
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of remediated visual rhetoric for signifiers that will potentially impact the reader’s antecedent
knowledge of a character and create a dissonance between expectations and textual statements.
Moreover, my investigation encompasses ways of enhancing student engagement by
broadening perceptions concerning aspects inherent to students’ specific fields of interest as well
as engendering problem-solving skillsets regarding real-life stressors. 5 William Veeder alludes
to the potential for developing critical coping mechanisms through gothic study in his writings in
Spectral Readings: “I want to define a Gothic praxis that involves—necessarily—the interplay of
psychological and social forces[…] that societies inflict terrible wounds upon themselves and at
the same time develop mechanisms that can help heal these wounds.” (Byron and Punter 54-55)
Margee Kerr, a sociologist at the University of Pittsburg, supports these assertions
writing, “Thrilling experiences and self-scaring all come with a moment of confrontation and
resolution, leaving us feeling good, in control, confident, and secure in our abilities and
ourselves.” (227) These and other texts suggest that through parsing globalgothic stories and
related remediations students learn not only different “societal wounds” but also how to confront
them in positive ways through classroom instruction and writing assignments that can be utilized
while transitioning through the tumultuous college setting and beyond. 6
This dissertation accomplishes this by first establishing how three branches of the English
studies model, literary studies, linguistics, and rhetoric, can be tied to a globalgothic study giving
students a selection of roads to travel down. These three branches form the basis for each of the
first three chapters of this paper. The final chapter synthesizes that research and focuses it
through a pedogeological lens to address the needs often found in an interdisciplinary course.

5
6

See: Scream
See: Thinking Fast and Slow, Monsters, Contemporary Women’s Gothic Fiction

5

One sample of this, which will be elaborated on in greater depth in Chapter 4, is when I
have students reflect on their interpersonal interactions with others that they considered to be
“vampiric” in some way and to connect that to one of the stories we have covered to that point.
Students scaffold their learning from their experiences, thus placing themselves in the center of
their research and personalizing their learning processes, while also looking at how they handled
the situation in connection to how it was done in their chosen story. In this way, students begin to
build a body of possibilities concerning potential problem-solving avenues available to them for
situations they are already familiar with. Since the Spring 2020 semester, a very popular choice
of book for reference has been I Am Legend, which deals with feelings of isolation and loneliness
during a global pandemic. This activity is one example that helps illustrate my position that the
globalgothic, with its widely accessible pop-culture monster elements, is well suited to meet the
unique intrapersonal circumstances of students from across the disciplines.
As mentioned by Byron and Punter, current scholarship has only recently begun to
address “the wider context for this” field of global inquiry to the point of finding a room at the
table of larger scholarly discourse concerning classroom application. By demonstrating the
pathways made available to students through examining the globalgothicization movement I
offer salient points for discussion for educators outside of elite colleges and universities where
reluctance to using pop-cultural touchstones such as monsters appears to be most encountered.
To quote David Haugen and Susan Musser from Opposing Viewpoints Series: Popular Culture,
“Despite the influence and reach of popular culture, many critics still deplore its leveling effect
and the way it detracts from the appreciation of what they consider high art.” (15)
My career goal is to teach either at a community college or a private liberal arts college.
With that endgame in mind, my studies at Illinois State University have been centered on
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engaging with undergraduate students, many of whom will not necessarily be declared English
majors or may only have vague ideas of what opportunities are available for the major and might
not understand the cross-disciplinary skills needed to succeed in any given branch. Many of
these students may be first-generation attendees and not have a strong familiarity with the
collegiate format. Having been an adjunct instructor at Bay de Noc Community college for over
a decade, I am deeply familiar with the issues these students face. To better serve those students,
while still offering a robust experience for the more traditional student body, I find utilizing the
globalgothic lens, when focused through the specific study of vampire remediations and applying
it to the four pillars of the English Studies model, offers a broad base of knowledge and context
for students to ground their studies in.
This crossing of what Cohen terms as the “manifold boundaries” of culture diversifies the
areas of discussion and allows for engagement with a wider spectrum of the student population
and their personal and professional interests. Examples of these areas include theatre, history,
psychology, gender studies, and “othering”, just to name a few. 7 The four chapters of this
dissertation break down globalgothic, vampire-focused research along the boundaries of the four
pillars of the English Studies model. Each of the first three chapters uses one of the pillars as its
source of identity while incorporating critical related elements from theatre, history, psychology,
and more. The final chapter details the results of my classroom research with students to
understand how they engage with the vampire archetype and what changes I implemented in the
next iteration of the class based on those results coupled with the scholarly research conducted
for chapters one through three. Those chapters and their focus are as follows.

7

See: Stage Blood, The Vampire: His Kith and Kin, Vampires Werewolves & Demons: Twentieth Century Reports
in the Psychiatric Literature, Contemporary Women’s Gothic Fiction, Blood Read.
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Chapter 1: Defense of the Globalgothic
As the opening of this work, I discuss in greater detail the Globalgothic educational lens
and how its inclusion as a regular part of a college’s course offerings takes advantage of the popcultural interest in the subject matter, specifically as exemplified by the vampire archetype and
its countless remediations, to better engage with students from across the disciplines. In the
chapter, I look at how this accessibility helps to situate the humanities as more than a college
requirement in the eyes of many students and potentially driving up interest in not only a
globalgothic course but in the humanities as a whole.
Regarding the academic application of the globalgothic, Chapter 1 demonstrates how
students can improve their understanding of global trajectories and cultural distribution methods
through monitoring the remediation of the vampire image. An aspect of that focus that will
garner quite a bit of attention in the chapter is the dissection of the ways that globalgothic
scholarship can positively impact students’ post-college career potential. The humanities offer a
unique starting point for students to begin critical enhancement of the “soft skills” that are the
most sought after in nearly every career field. 8 As a class, we explore cultural perspectives
through the contextualization of the monster by the writings of authors from different
nationalities while developing those “soft skills” that can give them an advantage in the job
market. By the end, students are expected to apply their studies of narrative mobility towards
their fields of research and hoped-for careers in both creative and critical ways. 9

Skills such as creativity, persuasion, adaptability, and coping skills are consistently being referenced as being
underrepresented in job applicants by potential employers.
9
In my experiences, students in an interdisciplinary course often have difficulty finding the connections between a
fictional text and their major or career goals unless the connection is made for them explicitly by the story’s author.
The creativity comes when students have to think outside the box and place their research in a context often devoid
of simple right-or-wrong answers.
8

8

The chapter also delves into the mental and emotional benefits available to students from
studying the globalgothic, as suggested by experts in communication and trauma studies. One
practical example from my course lessons is sharing the feedback given to British author, Terry
Pratchett, from terminally ill patients about his writings. In his Discworld novels, Pratchett has
an anthropomorphic personification of Death who is portrayed as a kind figure who is doing his
duty with no malice. In the section, “Death and Company,” in the book The Art of Discworld,
Pratchett talks about these letters. “Sometimes I get nice letters from people who know they’re
due to meet him soon, and hope I’ve got him right. Those are the kind of letters that cause me to
stare at the wall for some time…” While possibly not as drastic as this scenario, every student is
likely to have to face what is traditionally considered to be a morbid situation and literature is
one avenue of exploring that reality in a safe environment.
Further benefits explored in Chapter 1 include creating a broader perspective of the
commonality of global fears and desires, exploring the “othering” of minority groups, and
expanding empathy through recontextualizing their understanding of what cultural norms can be.

Chapter 2: Linguistic Identifiers: From Stoker to Kazikli Voivode
As part of my teaching curriculum for Interpersonal Communications, I examine the
social importance placed on names as signifying, per the terms established by Ronald Adler and
Russell Proctor in Looking Out/Looking In, “linguistic relativism”. This relativism refers to how
“[t]he worldview of a culture is shaped and reflected by the language its members speak.” (206)
As my goal is to introduce elements from all four branches of the English Studies Model for
students across the disciplines, I chose to focus on the evolution and meanings of names as a way
to introduce this specific focus in as accessible a way as possible All students have names and
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they understand, in my experience, the power of names. Nearly all students have experienced
situations such as not liking their own name, being called derogatory names at school, or being
given or using pet names. 10 Names are a common fixture of life and one that might be
overlooked or taken for granted. Again, there is an opportunity to scaffold the learning off of a
common element almost all students have experiences with but maybe not as much critical
analysis of.
Going back to Adler and Proctor, they write about how names as cultural identifiers.
“…shape the way others think of us, the way we view ourselves, and the way we act.” (186)
Building off my experiences of teaching aspects of interpersonal communication, I research and
establish the linguistic roots of the historic name Dracula starting from its Latin base as it was
brought into what is present-day Romania by the early Roman conquests. From there I research
the development of the word Dracula, its application to a historic order of knights created during
the time of the Holy Roman Empire in their war against the Ottoman Empire, and its trajectory
from a relatively unknown history book through the fictional work of Bram Stoker and its
culturally significant remediation by Turkish historian and author, Ali Seyfi, and how both
authors engaged with the idea of language in their respective novels.
This chapter includes background on Turkey’s War for Independence and its complete
nationalistic linguistic restructuring, the need for literature supporting the new ideals of Turkish
identity during this transitional period, and the Turkish historical name for the Vlad
Tepes/Dracula character and its use in Seyfi’s remediation of Stoker’s novel.

My father was given the traditional name for the eldest Hansen son in each generation, Francis. As a baby he was
such a voracious eater they called him “Porky” after Porky Pig. As he got older, my dad decided he liked Porky
better and refused to be called Francis. This is why I ended up as a David, effectively killing the “Francis” naming
tradition.
10
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Chapter 3: Semiotics of Dracula’s Appearance
Non-verbal communication is one of the first and strongest forms of textual analysis
students engage with, especially as it is used in their daily lives. Daniel Kahneman, the 2002
Nobel Prize winner for his pioneering work on the psychology of decision making, writes about
how we make automated decisions based on physical appearances.
Consider the ability to discriminate friend from foe at a glance. This contributes to one’s
chances of survival in a dangerous world, and such a specialized capability has indeed
evolved…. We are endowed with an ability to evaluate, in a single glance at a stranger’s face,
two potentially crucial facts about that person: how dominant (and therefore potentially
threatening) he is, and how trustworthy he is, whether his intentions are more likely to be
friendly or hostile. The accuracy of face reading is far from perfect…still, even an imperfect
ability to assess strangers confers a survival advantage. (90)
This chapter looks at the most common and replicated appearance of Dracula, from his
origins in Stoker’s novel, through his multiple incarnations in the performing arts, film, and popculture. The chapter is broken down into specific areas of concentration. The first is the
establishment of the history and development of the most recognizable visual elements
associated with the character Dracula across mediums and cultures (i.e. Black evening dress with
a white shirt, vest, and opera cape). The next focus discusses the embodiments of Dracula and
his facial features across mediums, specifically his earliest stage and film incarnations. This
includes the various make-up and prosthetics used to create the visual coding of the character.
A significant portion of this chapter is then dedicated to exploring the hexagonshaped military medal added in the Universal 1931 film and its semiotic relationships to
Judaism, Buddhism, and Alchemy. This section of the chapter relates the ways scholars have
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interpreted aspects taken from Stoker’s novel, and some of the earlier costume elements from
stage and film productions, as being coded to specifically signify Jewishness. This chapter
includes additional historical contexts, as well as various additional religious and cultural
meanings of the hexagram, to broaden away from a narrow Jewish reading. The final result will
be a detailed look at a common Halloween image, its history, and its multicultural meanings.

Chapter 4: Research in Interdisciplinary Student Engagement
This chapter is comprised of two separate but interlinked experiences. The first is my
research performed during my internship course study, Interdisciplinary Studies 121A: Texts &
Contexts, and the second is detailing the alterations I have made to that course after finding the
intersectionality between those research results and my exploration into the focal aspects found
in chapters 1-3.
This chapter reviews how a general interdisciplinary class engaged with the vampire as
representative of the gothic esthetic and then how a literature focused course engaged with the
monstrous archetype through global remediations. Specifically, this chapter will focus on my
research and understanding of how students not only engage with reoccurring imagery in
literature, in this case, the vampire archetype but how they also incorporate their antecedent
knowledge from pop-culture sources into their analysis. These pop-culture influences take on the
form of everything from marketing mascots to music and television. 11 This aspect is critical as it
intersects with a current trend in that some colleges are downsizing their Humanities programs
due to a “lack of interest” in the courses. As the Humanities offer vital lessons in analysis,
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Mascots as in Count Chocula, musical artists and bands such as Aurelio Voltaire, Sting, and Concrete Blonde,
and television shows such Sesame Street, Dark Shadows, True Blood, Kindred: The Embraced, Forever Knight,
Vampire Princess Miyu, Buffy the Vampire Slayer, and countless more.
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research, and creative implementation of ideas that are highly sought after in the current job
market, students are best served by having these courses available. Creating courses of popculture interest and intersectionality may well help revitalize interest in the Humanities while
still serving students’ needs.

In Summation
By the closure of this dissertation, readers will have begun with an understanding of the
literary globalgothic focus and its part in a humanities program, transitioned into an onomastic
journey, moved into exploring the history and context of the visual rhetoric of the stereotypical
Dracula appearance, finally concluding the journey in understanding their practical application
towards the learning process of undergraduate students. In short, we will have touched on all
four pillars of the English Studies model and seen how they overlap with the shadow of a
monstrous myth; a convergence that merges literary writings from the Romantics up to today
with a pop-cultural relevance that uniquely places the subject matter in a category of the past
while equally being a creature of today.
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CHAPTER I: DEFENSE OF THE GLOBALGOTHIC

The Humanities and the Workforce
Prior to the pandemic, interest in the humanities was apparently down sufficiently enough
that many colleges and universities began choosing to drop entire programs from their rosters.
An example of this can be seen in the University of Wisconsin-Superior’s suspension of twentyfive humanities programs. In an article written by Danielle Kaeding for the Wisconsin Public
Radio website on October 31, 2017, “The University of Wisconsin-Superior announced Tuesday
it’s suspending 25 programs, including 9 majors, 15 minors and one graduate program. The
university has now suspended 40 programs since 2014. The announcement surprised faculty,
some of whom said they were unaware their programs were at risk.” Kaeding further reported
that Jordan Milan, director of strategic communications at UW-Superior, said, “It will allow us
to offer more sections in programs that are very popular, so it just frees up those resources to put
them where they’re needed most.” These cuts came about despite an actual three percent increase
in enrollment to the university. Some of the programs being affected were sociology, theater,
journalism, and political science, with an additional fifteen programs being alerted they are in
danger of being cut. This is not an unusual occurrence.
A similar situation took place in 2010 at The State University of New York at Albany,
where its president, George M. Philip, announced that the university would eliminate five
academic programs, all of them in the humanities. At a town hall meeting, Philip stated, “Given
the University at Albany’s reduced revenue base … it is critically important for the University to
rethink, balance and reallocate resources to support its core academic and research mission.”
(Donoghue) While Philip did later state that they would roll back some of the cuts and simply
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reduce the affected majors into minors, “it retains them as shadow disciplines, but who knows
what the future holds for faculty and students who teach and study these subjects?... In other
words, is SUNY-Albany emblematic in its transition to a new and different curriculum, one
presumably more practical?” (Donoghue) What Donoghue appears to be alluding to is the notion
that STEMM courses are more practical for students to study despite the highly desirable and
equally practical skills that are fostered through the humanities. 12 In the case of Jordan Milan, he
is directly addressing the point that the excised humanities courses are not popular enough to
retain. 13 These two points are likely the core for the removal of so many courses from college
offerings.
We can ask why humanities courses are not seen as being popular and worth the
investment by colleges and universities to maintain. One possible reason for this may be that
humanity departments are not adequately positioning their courses as engendering the skills
needed for success in the modern workplace, both to the colleges themselves and to the students
and their families who are essentially voting with their course selection. In a personal interview
at the 2019 Popular Culture Association/American Culture Association conference, Jennifer
Hartshorn, a scholar of vampire studies from Old Dominion University, spoke of her perceptions
as a graduate student recently having come up through the undergraduate system. “All of
education is about making connections, but that is rarely explicitly communicated in a Victorian
literature or Renaissance history class…The great irony is, of course, that as humanities scholars
we are [terrible] at being able to articulate the value we bring to a liberal arts education, when in
theory that’s supposed to be the thing we’re good at.”

STEMM stands for Science, technology, engineering, mathematics, and medicine. Since several of my sources use
STEMM rather than the more common STEM, I will adopt that usage for uniformity sake.
13
In neither of these two cases has there been a detailed explanation of where exactly these freed up resources have
been reallocated or what departments and course offerings have most benefited from the cuts.
12
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To look at what we do know if these deleted humanities courses offer critical skillsets of
making connections between points of data, why are they not being prioritized as being aspects
of the “core academic and research mission” at these and similar universities? As implied by
Jordan Milan, the key problem is these courses are not seen as very popular. The question then
arises, to garner more interest in the humanities, how might genre-specific courses–particularly
those that tie into recognizably popular media such as the globalgothic in relation to monster
studies—be used in support of core academic missions while building the skills students will
need in order to succeed?
I assert that by following the evolution of the vampire in its relation to globalgothic
conventions, students have a unique opportunity to encounter a familiar pop-culture archetype,
recontextualize it using cultural lenses, trace its lineage through literature and folklore, to
examine its cultural roots, expressed fears, and to understand how those fears are nearly
universal and pandemic in nature. Fundamentally, the globalgothic vampire and its cultural
remediations are a means to encourage student engagement with the English Studies outcomes
and to promote a broader appreciation of the humanities. This area of study is by no means the
single answer to “saving” the humanities; it is a potentially vital piece of that puzzle that engages
student interest enough to sign up for those sorts of courses and to feel more comfortable in their
learning experience.
Hartshorn said in that same PCA/ACA interview that “A monster studies class is more
likely to explicitly ask students to define what is a monster, and as a result of that, what makes us
human? How do we define who is like us and not like us? What do we fear, and why?” These
kinds of questions are common in most classes under the humanities banner and they look for a
critical reading of a text within the cultural framework as understood by the student. It is this
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layered form of assessment that strengthens student’s articulation skills in connection to their
ability to support their perceptions by citing textual support. While hardly exclusive to the
humanities, it is one of the most common forms of classroom discussion and often the subject of
student projects. STEMM thrives on there being right or wrong answers; the humanities often do
not have that option when asking such open-ended questions as Hartshorn suggests.
It is this developing comfort with there being exceedingly few black or white answers
that can promote creative thinking and being more at ease with developing an answer when some
intuition is required. This creativity guided by textual information is what is seen to be lacking in
many who are entering the current job market. The desirability for students to not only take such
courses but also incorporate the skills developed when making connections between texts and
their mediums of expression are sizable in the current job market and yet aren’t being as
adequately met. Jon Marcus, in an article for the May 17, 2018 edition of U.S. News and World
Report, wrote, “Fewer than one in 20 of all degrees now are in humanities disciplines
traditionally associated with the liberal arts, according to the American Academy of Arts &
Sciences. That’s down from a high of nearly one in five in 1967.”
As Marcus mentions in this same article, “Employers continue to plead for college
graduates to learn such things as communication and problem-solving skills that can come from
studying the liberal arts.” Job search sites also stress that these specific skills are in high demand
in the workplace. For example, online job search sites such as Monster.com, TargetJobs.com,
and Opportunity Job Network, as well as state-sponsored job services such as
MichiganWorks.org, repeat a similar general list of desirable qualities which include:
Communication skills, analytical and problem solving, social media literacy, creativity,
resiliency, and self-reliance. These skills, while also crucial in STEMM courses, cannot fully
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develop in a humanities-deprived vacuum. Charles Vest, then president of MIT, addressed the
National Academy of Engineering’s 2005 summit, saying,
As you develop the concept of a new curriculum and new pedagogy, as you try to
attract and interest students in nanoscale science, large complex systems, product
development, sustainability, and business realities, don’t be tempted to crowd the
humanities, arts, and social sciences out of the curriculum. The integral role of
these subjects in U.S. engineering education differentiates us from the rest of the
world. I believe the humanities, arts, and social sciences are essential to the
creative, explorative, open-minded environment and spirit necessary to educate
the engineer of 2020. (Jablokow 29)
Kathryn Jablokow added to this observation in her article on the leadership skills needed for
effective future engineers by adding, “…engineers need to be able to communicate to others
what they do, accurately and persuasively (both orally and in writing), and to understand what
others want them to do, where these “others” are becoming increasingly diverse in terms of both
discipline and culture as problems expand to cover more different areas of specialization and the
corporate workplace spans the globe.” (Jablokow 30)
These are not the only voices supporting the need to study the humanities as part of a
STEMM field. In his article, “Why the Best Engineers Should Study Humanities,” Yakov BenHaim writes, “technology influences individuals, society, and the course of history …
conversely, the development of technology is influenced by the cultural and intellectual milieu.
These first two ideas emphasize the bilateral interaction between technology and society” (BenHaim 195). The humanities are essential aspects in the genesis of new fields of social and
scientific studies. In their research on this topic, the National Academy of Sciences also noted,
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[H]umanities–STEMM integration [has] at times led to the creation of new
interdisciplinary fields and areas of study (including Bioethics; Science,
Technology, and Society; Media Arts; Human-Computer Interaction; and Digital
Humanities). These interdisciplinary fields explore questions not addressed within
traditional disciplines and tend to focus on issues of social relevance. (Bear 176)
The combination of the hard sciences with the humanities offers new avenues of interdisciplinary
research with a “focus on issues of social relevance.” In the age of the Coronavirus, the
desperate need for these unique perspectives has been highlighted more than ever. With common
forms of interaction disrupted, people have been called upon to use these skills to find new and
accessible ways to conduct meaningful education and commerce in an online setting and to reach
and connect with an audience that is finally being discovered to suffer from a sizable disparity in
their options for electronic communication based on their economic standing.
Dissecting texts dealing with monsters and other supernatural conventions, allows
students to use antecedent knowledge gained through pop-culture immersion as a basis for
scaffolding learning in order to tackle larger real-life scenarios. What follows is a critical
examination of the unique opportunities the globalgothic, particularly the monstrous aspects of
the genre, offers regarding popularity, relatability for a diverse student population regarding
othering, and a look at the potential building/strengthening of the coping mechanisms used for
common stressors.

Internal Concerns
Let us return to the earlier sentiments expressed by Milan. If he is correct in suggesting
that prospective students and their families do not sufficiently value aspects of the humanities
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sufficiently to take those courses, despite engendering skills in demand in the job market, the
question must be asked why this is. One potential avenue of discourse is the disagreements
between departments and specializations as to what should be taught and why, restricting the
available options which might entice students to enroll. Many in the academic field hold
detrimental biases about specific branches of research. Programs ranging from Children’s
Literature to Pop-culture studies, including monster/globalgothic studies, are often seen as not
sufficiently robust for serious examination. Within academic circles, these programs are met with
responses ranging from mild support to condescension to outright hostility. In her introduction to
The Vampire Goes to College (2014), Samantha George, a professor at the University of
Hertfordshire, UK, relates similar impressions: “Bringing vampires in the curriculum has proved
controversial… There have been detractors and scoffers… but it has also provoked interesting
debates about the canon and the study of popular literature in universities.” (Nevarez 1) As we
can see, academics outside of the American university system have noted similar reluctance to
engage with texts involving pop-culture aspects of the globalgothic, in this case vampires. With
the field of humanities suffering a public relations disconnect concerning what it offers students,
it can be devastating to have little apparent support for these fields of research even amongst
fellow scholars. David Haugen and Susan Musser have considered why many in academia do not
support pop-culture studies the same way they do other areas of study, like Victorian or
Medieval literature: “Despite the influence and reach of popular culture, many critics still
deplore its leveling effect and the way it detracts from the appreciation of what they consider
high art.” (Haugen 15)
Other scholars have likewise noted the lack of acceptance of forms of artistic expression
considered too common. Lawrence W. Levine focuses on the topic of grading what is deemed
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high or low art in his 1988 book, Highbrow/Lowbrow: The Emergence of Cultural Hierarchy in
America:
This world of adjectival boxes, of such crude labels as “highbrow,” “lowbrow,” of
continual defensiveness and endless emendations; this world in which things
could not be truly compared because they were so rarely laid out horizontally,
next to one another, but were always positioned above or below each other on an
infinite vertical scale. (3)
It is undeniable many universities have course offerings or dedicated programs in fields
such as monster studies or other non-traditional research areas. This is not always an indication
of how much actual support non-traditional, “non-canonical” classes receive, however. For
example, a university may be reluctant to replace a traditional course, even one that has been
underperforming, with a monster studies class on the hope that it will be more successful. In my
experience, colleges are often quite set in the idea of canonical offerings and are reluctant to
experiment with other, non-traditional, offerings. Sue Weaver Schopf, an associate dean and
research advisor in the humanities at Harvard wrote,
In fact, I came in for quite a bit of teasing for “abandoning” the canonical 19thand 20th-century literature I normally teach and taking up what were assumed to
be works of little or no artistic merit or cultural significance. Some of the greatest
skepticism came from colleagues who also teach literature—something for which
I was unprepared, given that Harvard offers an undergraduate concentration in
folklore and mythology and occasional courses in Gothic literature. (Nevarez 9)
It may be that rather than step outside conventionally held ideas of what is worthy of academic
study, some institutions may rather simply cut programs for expediency’s sake. This can be
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simply a short-term money-saving endeavor that excludes possibly new lucrative and
educationally beneficial courses. 14
Further illustrating these concerns, a teacher approached me after my presentation at the
PCA/ACA conference on teaching vampires in an interdisciplinary course. She said she was a
teacher at a small college in Alabama and had been fighting for years for the opportunity to teach
anything to do with the supernatural and was continuously dismissed on the grounds that there
was nothing to be gained by looking at “trashy” subject matter. Both Sue Weaver Schopf and
Samantha George were able to sidestep this stigma and tapped into the potential of offering a
popular vampire course. Schopf elaborates on this success:
Students were especially enthusiastic. Nearly 200 enrolled in the course and since
it was offered through the Extension School, the students ranged in age from 17 to
75 and included full-time undergraduates, part-time graduate students, and noncredit students composed of retirees, practicing lawyers and physicians, teachers,
librarians, musicians, and Harvard staff members, among others. (Nevarez 9)
Based on the successes of Schopf and George, amongst other leaders in the field of
globalgothic studies, I propose to challenge the pattern of eliminating critical humanities courses.
Instead, I will be proposing adding globalgothic classes as foundational offerings that fulfill the
drive for academic rigor and offer gateways to the more canonical humanities classes. Studying
the trajectory of the globalgothic movement, a genre that almost one hundred percent of students

In my personal meetings with Leonard Heldreth, now retired English Department Chair at Northern Michigan
University, he would often talk about the pressure he was under to “trim the fat” from course offerings andto focus
on those offerings that were proven “money makers.” These same issues were expressed to me by Ray Ventre, who
also served intermittently as English Department Chair at NMU. While attending PCA/ACA, these issues were
echoed by a number of instructors during talk-back sessions of the Vampire Studies presentations.
14
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have a baseline of antecedent knowledge about, not only fulfills Milan’s desire for “popular”
courses but also cultivates those skill sets eagerly sought after in the job market.

The Pop-Culture framework for the Globalgothic
Critical to the examination of studying pop-culture, and by extension, the globalgothic
movement is knowing that what comes to be enshrined as cherished artistic touchstones often
begin as forms of popular discourse. Shakespeare’s plays may not have survived long enough to
be touted as some of the world’s greatest literature if the masses hadn’t connected to the material
sufficiently to stand with other “groundlings” for hours on end in rain or shine. Patronage from
wealthy individuals cemented his position as a genius author but it was the mass appeal of his
work that kept it in the public consciousness. The novel itself as a literary form was once a popcultural phenomenon, and not without its critics. Historian William Ray writes of the novel:
While the genre’s proponents justified it by appeal to its moralizing potential,
reactionaries singled it out as an incitement to vice and sloth, and an irritant to the
passions. Their criticisms often focused on a third feature of the new genre,
namely its identification with the intimate, voyeuristic mode of reading and
pleasure… Rather than an incitement to reflection, novels seemed to tempt
readers with a world of passion into which they could lose themselves in their
leisure hours, giving reign to their most repressed fantasies and private urges.
(Ray 81)
In the introduction to Opposing Viewpoints Series: Popular Culture (2011), editors David
Haugen and Susan Musser detail their reasoning for utilizing current pop culture as a starting
place for serious student discussion and engagement:
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Popular culture consists of the arts, events, trends, and people that fascinate
society and tend to persist as icons in the public mind. Movies, music, celebrities,
politicians, books, toys, fashions, and a host of other facets of pop culture engage
the attention of society and often are discussed or referenced to show
commonality of tastes. Unlike high culture, popular culture typically appeals to a
broad audience that has immediate access to these artifacts, images, and stories.
(Haugen 14)
The immediate accessibility of these cultural touchstones for students is high and
increases the chances of their having sizable antecedent knowledge to draw from when looking
at nuanced issues. In a 2007 study, José Luís Abrantes, Cláudia Seabra, and Luís Filipe Lages
found that a best-policy for fostering academic success was to utilize materials students would
find of interest to learn more about.
Student interest reflects input into the course, such as attention level in class,
interest in learning the material, perception of a course’s intellectual challenge,
and acquired competence in the field. Student interest facilitates effective
teaching and creates a more favorable learning environment. Students reject a
learning environment that runs contrary to their preferences. When learners are
more interested, they perceive themselves as learning more, and this will reflect
their overall evaluation of the learning process.
An online article for St. Edwards University written by Joel Hoekstra discusses how
student interest bolsters better engagement with and retention of materials. After interviewing the
Chair of the Department of Psychology at St. Edwards, Alan Swinkels, Hoekstra wrote;
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The durability of the recall depends on the level of processing that happens when
the information is first encountered. Suppose you watch a trailer for an unfamiliar
film on a topic that doesn’t interest you: You’d observe the scene, see the action
and hear the dialogue — but the processing would be fairly shallow, causing you
to remember little a week later. On the other hand, if the trailer was related to a
book you’d read or mirrored an experience you’d had, you’d process the
information more deeply as it was entering your memory system… Pop culture
references help students learn things because they often lie within their realm of
experience, offering greater opportunities for deep processing.
Hoekstra then directly quotes Swinkels, saying “When you talk to an 18- or 19-year-old
about something you’ve encountered on Facebook, Twitter or YouTube, chances are you’re
talking to an audience that says, ‘Yeah, I’ve experienced that’ or ‘My roommate has done that’
or ‘I saw that online.’ Any commonly shared experience will do, but the more vivid it is, the
better. That’s why pop culture references work so well.” In their 2004 article, “At the Crossroads
of Expertise: The Risky Business of Teaching Popular Culture”, Meg Callahan and Bronwen E.
Low likewise support that popular culture encourages complex thinking because it builds off of
the foundational knowledge of the majority of students. They comment on how pop-culture
“provides a site where students can experience competence at the same time that teachers
provide appropriate challenges through careful support, reframing, and questioning.” (57)
Not only do Callahan and Low support the use of pop culture as an educational tool, but
they also bring up an important point; the importance of teachers providing careful support,
reframing, and questioning lessons. Instructor lesson planning needs to be carefully considered
when working with monsters and their depictions of “othering.” The use of monstrous terms and

25

imagery have been used for depicting plagues, war, and those who commit atrocities. Just as
frequently, there have been monstrous depictions of minorities and at-risk populations such as
Jewish peoples and members of the LGBTQ community. An instructor must craft lessons that
address the potential harm some monstrous depictions can cause and to place the material under
course discussion in the context of social issues. 15 This can be in the form of weekly discussion
posts where instructors create a writing prompt and then monitor student responses and offer
guidance when needed. It can also be monitored in shorter papers due throughout a semester
where students comment on how they see their learning is progressing and have them articulate
what they are seeing in the texts. In my experience, this helps to further reinforce student
confidence by supporting the importance of their antecedent knowledge and experiences while
helping them to broaden their understanding of that information in a context they may not have
previously considered.
Moving back to the notion of starting with more pop-culture texts as a jumping-off point
for effective learning, Terry Pratchett, the best-selling British author, adds additional weight to
the notion that canonical literature courses may be less beneficial for a large number of students
than beginning with pop-culture writings. In his collected work of non-fiction, A Slip of the
Keyboard (2014), Pratchett writes, “Much I learned at school didn’t do me any good. They did it
in the wrong way—imagine, for example, giving Pride and Prejudice to teenage boys! There
were so many other things they could have done.” 16 (235) Pratchett attributes his success to

I will look at more specific examples of this in my own lesson planning in Chapter 4.
Of course, many teenage boys may love the novel, just as teenage girls may hate it. The idea seems to be it is a
difficult text for a modern reader to empathize with, especially with teenagers of any identification. In his writings,
Pratchett takes ideas and stories from more traditional texts and reconceptualizes them in such a way that is often
more approachable for a wider audience. In Wyrd Sisters, Pratchett retells the story of Macbeth from the witches’
perspective. His satirical take on the material gives burgeoning students an inroad to the Shakespearean narrative
and gives a practical example of how to reexamine an older text through a modern lens. Once students are
comfortable with this side of the material, they can often find tackling the original play to be less daunting due to
having some familiarity with the story’s plot points.
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reading pop-culture science fiction/fantasy when he was in school, rather than studying older
artifacts that he could not readily connect to. His comments suggest a disconnect between the
materials traditionally taught in literature courses and students’ need to engage with reading
sufficiently enough to practice critical analytical skills. One reason for this may be that many
students cannot readily relate to the innumerable canonical novels containing primarily white
privileged heteronormative characters dealing with situations that students cannot easily see
themselves in (such as finding a husband amongst the wealthy aristocracy).
Moving beyond his personal anecdote, Pratchett put his experiences into practice and
worked in tandem with noted scientists and mathematicians, Ian Stewart and Jack Cohen, to
write a series of scientifically focused books called The Science of Discworld (1999). Pratchett
wrote fictional chapters where fantasy characters from the Discworld novels demonstrate the
scientific principles discussed in the alternating scientific chapters. Their reasoning for crafting
the books was to engage readers’ critical understanding of scientific principles through the use of
pre-established characters and settings thus placing new ideas and concepts atop antecedent
knowledge: “When you live in a complex world, you have to simplify it in order to understand it.
Indeed, that’s what ‘understand’ means. At different stages of education, different levels of
simplification are appropriate.” (Pratchett et al. 39) This creates a form of uptake, a critical state
for long-term learning which “foregrounds the role that heterogeneity, selection, and problemsolving play in how literate learners encounter and make sense of new writing tasks at the
convergence of prior genre knowledge and current, local genred [sic] events.” (Rounsaville 2) In
Rhetorical Genre Studies, this form of interaction is called “High Road” transfer. In a 2012
article, “Selecting Genres for Transfer: The Role of Uptake in Students’ Antecedent Genre
Knowledge,” Angela Rounsaville details what “High Road” transfer entails:
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“High road” transfer involves the deliberate, mindful abstraction of knowledge,
skills, or strategies from one context to be re-localized and successfully leveraged
in another, distinct context, and is distinguished by the learner’s role in actively
seeking connections between prior knowledge and new learning encounters.
Unlike “low road” transfer, where knowledge and skills move relatively
effortlessly between similar contexts (with the classic example being how driving
a car can prepare you for driving a truck), “high road” transfer is not automatic.
Words that typically collocate around the term “high road” transfer reveal this:
application, effortful, search, active, mindful… these terms imply the active
nature of “high road” transfer. (2)
The “prior knowledge” of the Discworld and its characters allows for a reader to
recontextualize their understanding of the new learning encounter (the scientific information and
theories) within this more familiar framework and creates active participation in transferring
knowledge.
For many early college students, reading older forms of prose—whether Romantic,
Victorian, Edwardian, Shakespearian—can be challenging and intrusive when trying to learn to
analyze texts for nuance, tone, and theme. Why not instead simplify the process? Simplification
of this sort does not refer to lowering standards or “dumbing down” the curriculum. Rather, the
concept is to use the pop-cultural antecedent knowledge, for example, vampires that teach
counting or sell sugary breakfast foods, of the students to first engage with critical analysis and
to then build on it by working backward towards earlier texts. Jonathan Culler, writing in The
Pursuit of Signs: Semiotics, Literature, Deconstruction (2002) states, “A text can be read-only in
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relation to other texts, and it is made possible by the codes which animate the discursive spaces
of a culture” (10). There is no point raised that these texts must be read eldest to latest.
In her chapter in Monster Theory, Ruth Waterhouse makes a similar point concerning the
flexibility of chronological arrangement when suggesting ways to engage students’
understanding of Beowulf: “Although intertextuality assumes those relationships between one
text and others, it does not presuppose that those relationships are only linear and chronological.
If for an individual a more recent text is a starting point for the exploration of older texts, that
intertextuality is as relevant as any other.” (Cohen 27) She goes on to state that pop-culture texts
such as Dracula (1897), Frankenstein (1818), and The Strange Case of Dr. Jekyll and Mr. Hyde
(1886) work thematically when tackling the older form of the epic poem. For example, one can
take a work such as Twilight (2005), work backward towards Dracula and the evolution of the
modern woman, continue on to “Carmilla” (1872) and the woman as victim and monster, and
end with the complex character of Lady Macbeth as a way to trace feminist imagery just as
Waterhouse does for Beowulf.
Moving beyond the focus of literature, we can look at pop-culture in the context of
personalizing student uptake. As head of the Writing Department at Illinois State University,
Joyce Walker wrote and compiled information regarding student Uptake across the curriculum as
part of a Best Practices initiative. “Uptake is, according to my research, the key to engendering
long term retention of knowledge and its implementation. Tying learning directly to personal
experiences creates a more dynamic interaction between students and content as it is concerning
a subject they are very familiar with, themselves.” Almost every American child has gone Trickor-Treating with a vampire or a witch, they have seen Are You Afraid of the Dark or the
Goosebumps television show, maybe they watched a scary movie with their parents (or under the
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covers without them) and have either had breakfast with, or at least seen the commercial for, the
vampire count with a taste for cocoa. Since much of this iconography is rooted in youth
marketing, which itself is later mined for nostalgia points in later adult marketing attempts, these
experiences can be deeply personal and so be used to craft a “dynamic interaction between
students and content.”
Here is where an understanding of pop-culture both begins and continuously nourishes
layered, complex classroom discussions that can later be applied to the more challenging literary
classics:
Meeting students where their interests lie allows educators to better communicate
with their pupils. Students who aren’t interested in discussing historical details are
likely to open up quickly when you mention a popular YouTube video or sports
team. Although bringing popular culture into the classroom isn’t always directly
related to learning, it does allow teachers to capture the attention of students who
would otherwise not be interested. “Let them tell you about their world and you’ll
have a much easier time telling them about yours,” says history professor Clay
Morgan. “Effective teaching hinges upon communication, and you can’t
communicate without entering into the world of those you wish to reach. (Heick)
With the sandbox of pop-cultural possibilities to utilize in the establishment of an
analytical framework, educators are then free to scaffold the learning to move into the more
traditional scholarly works in their classroom discussion. An added benefit, in my experience, is
that the students climb that scaffold with greater confidence, having started their High Road
journey on familiar ground.
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On the other side of that coin, students often have difficulty engaging with what can be
daunting formalized language inherent in scholarship while at the same time coming to terms
with the content of the research itself. Excluding the numerous writers who sacrificed rigorous
content research for public accessibility, such as Dudley Wright who published books ranging in
content from Vampire and Vampirism (1914), A Manual of Buddhism (1912), to The Eleusinian
Mysteries & Rites (1913), two of the most noted figures in supernatural lore research are the
Reverend Sabine Baring-Gould (1834-1924) and Montague Summers (1880-1948). While both
are widely acknowledged in both the Gothic and Vampire Studies communities as seminal
researchers of vampires, werewolves, and the supernatural, neither author is sufficiently
accessible to a student who is just beginning to understand the cultural aspects of Globalgothic
research. Despite being relatively recent scholars, their work, particularly Summers’, is clearly
tailored for readers with foundational understanding in Greek, Latin, and even French as they
have entire passages taken from original sources without translation. In The Vampire: His Kith
and Kin, Summers writes:
There are not unknown—in fact there are not uncommon—amazing cases of what
may be called “mental necrophilia,” a morbid manifestation for which suitable
provisions is made in the more expensive and select houses of accommodation. In
his study, La Corruption Fin-de-Siecle Leo Taxil remarks: “Une passion sadiste
des plus effrayantes est celle des detraques auxquels on a donne le nom de
‘vampire. 17“ (70)
The quote goes on for another page and a half. While no doubt of great use to the
dedicated scholar, the text and others like it could inadvertently cause a form of gatekeeping
“One of the most frightening sadistic passion is that of the devastations to which we have given the name of
vampire.” – Google Translate
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against students, particularly struggling learners or those who don’t understand the application of
a humanities course in their STEMM field of study. Even modern scholars often rely on
references and points of interest that only other experts in the field would recognize and
understand. This is understandable as many of the texts written on these subjects can cost
upwards of $80 or more, especially once they go out of print, and are targeted towards other
academics. These older, and rather dense treatises, are more widely available to the average
undergraduate and are often the most reoccurring references in the field, giving the impression
that they are the starting point for critical analysis.
Even when the authors take care to make the material accessible, finding out about and
getting hold of these specific texts can be daunting, even for professionals. As part of the
Vampire Scholars and Horror Studies SIG online communities, I have often seen well-known
scholars reaching out to the “hive mind” for suggestions on texts about a specific area of
scholarship. When it takes a collective of college and university professors to uncover
suggestions for readings, there is little chance the typical undergrad will have greater success.
While it is the job of an educator to do this research and bring it to the students, it doesn’t
empower students as researchers and can make them over-reliant on being spoon-fed
information. A foundation of familiar pop-culture content can, at the very least, mitigate some of
the gatekeeping while offering new insight for students on how what was once deemed popular
culture in the past matures into becoming a classic. Even Shakespeare wrote fart and penis jokes.
Accessibility, in all the meanings that word contains, is critical.
Luckily, critical works such as Monster Theory focus more on contemporary language
and points of reference, allowing for greater accessibility for all students. In my courses I include
streamlined tutorials on four critical theories, which I re-termed “Lenses” to make them less
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frightening to students than “theories,” a term I learned often holds negative connotations for
many of my students due to poor high school experiences. These lenses include Feminism,
Gender Studies, Critical Race Theory, and Socio-Political Elitism. Because students had a
sufficient body of knowledge about the vampire, taken from their current pop-culture
foundations, they engaged with the scholarship and lenses more actively than I had witnessed in
other courses I taught. Specifically, when I taught American Literature and used the Lens
approach there, students still struggled, both with the readings and with the specific aspects of
the lenses. By starting with a familiar pop-cultural point, my later approach allowed for a
considerable amount of cross-genre transfer, an important aspect of High Road learning.
This method of instruction has been supported by scholars in the field. In a 2016 article
for Dialogue: The Interdisciplinary Journal of Popular Culture and Pedagogy, Melissa Vosen
Callens writes about how “[s]tudying fictional characters protects the privacy of real individuals,
and it provides a safe space for students to explore concepts like moral development, selfactualization, and Discourse communities.”
An example of this occurred in my Interdisciplinary Vampire course when a student emailed me about their “ah-ha!” moment of application of the lenses while they were watching
television.
Because of this class I couldn’t help but notice the four lenses in other aspects of
entertainment of my life. For example, I was watching Game of Thrones and
couldn’t help but notice Arya Stark and Brienne of Tarth defying gender roles and
being the feminine lens. Loras Tyrell being the LGBTQ lens by being gay and
being scrutinized by a religious group for it. Slave masters being the critical race
theory. And of course, the Socio-Political Elite theory with kings, queens, and
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Lord’s and their struggle for power. In my online quiz I said the reason I know
this class is working is because it has made its way into my real life and has
opened me up to understanding all kinds of media, which is exactly why you
teach it and I thought it was funny so I just had to let you know.
Not only did this student apply their learning to other media, but they were also excited
enough to e-mail me directly about their revelation.
In another example, I had a student in my Globalgothic course say that in Carlos Fuente’s
Vlad (2012) she felt a stronger connection to the themes because the vampire, Count Vlad, used
modern means to move to Mexico City and to buy property. After I pointed out to her that Vlad
used the same means as Dracula did in Stoker’s novel, hiring lawyers/solicitors to prepare the
paperwork and buy property, she stopped, thought a moment, and said, “I didn’t see that. I guess
it really was the same.” After that discussion, the student wrote in her course journal about how
she finally started to understand how similar things can be across countries and time periods.
It is worth noting that the many works of Gothic literature are, despite the periods they
were written, considered applicable to be pop-culture texts as their cultural prevalence and
multiple transmediations are current in their impact, global in scale, and substantive in their
trajectory. Dracula, Frankenstein, and The Strange Case of Dr. Jekyll and Mr. Hyde are globally
known and adapted across mediums ranging from films and TV to pop music and the Broadway
stage. This solidifies the reality that students are primed to delve into globalgothic studies, as one
would be hard-pressed to find a student who is not familiar with these texts, if not by having read
them then by knowing and understanding their general premises through cultural exposure.
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The Vampire as a Transcultural Adaptation and its Place in Globalgothic Studies
The focus of this dissertation is to examine global cultural perceptions on the Gothic in
general and the vampire specifically. My reasoning for selecting the vampire for this area of
study is centered on my understanding of the monster to be part of a growing section of
Adaptation Studies, Transcultural Adaptation.
Transcultural adaptations build off of the notion of “transculturalism,” a concept coined
in 1881 by Cuban scholar, Fernando Ortiz, and later developed by Wolfgang Welsch. His
understanding of the concept places transculturalism as “not just about bringing together people
from diverse backgrounds, but about having them produce work that reflects all of these different
backgrounds.” (55) The adaptation portion of this concept originally concerned itself with
biological adaptation but has since been repurposed by Adaptation scholars to reflect changes:
[O]n the level of people, texts, films, or other artifacts… which are of key
importance not only to the field of Adaptation Studies but to society at large…
Scholars working in Adaptation Studies frequently argue that adaptation is a
strategy which ensures the survival of narratives across borders – be it that of
time, space, or different media. Inasmuch as species adapt by virtue of getting
accustomed to changes in their environment, cultural properties become involved
in “adaptive encounters” that transform them on a fundamental level. (Ageeva &
Schwanebeck)
At a 2018 International symposium held in Dresden, Germany, Iain Robert Smith gave
the keynote address on the application of the concept of transcultural adaptation on narratology.
In his discussion of trends in global cinema, Smith borrowed Richard Dawkins’s
concept of the meme to trace the different ways in which cultural signifiers
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change and evolve as they travel the world and pass through the hands of various
adaptors, moving beyond national borders and emancipating themselves from the
source material. He substantiated his argument by investigating the adaptive
history of such iconic cultural texts as Star Wars (1977) and Dracula (1897) to
show how they continually evolve and influence one another, sometimes all but
losing the link to the alleged ‘original.’ (Ageeva & Schwanebeck)
Vampires fall within these parameters. The concept of these monsters has its roots in
countless cultures and spans beyond “national borders and emancipating themselves from the
source material.” It is difficult to find a more adaptable archetype that has a global presence in
both classic works of literature as well as modern pop-cultural transmediations. Transcultural
adaptation recognizes the trajectory of works across genres, usages, and does not reduce the
discussion to the label of plagiarism as a simple matter of law, often negating the merit of the
work itself and dismissing the limitless factors that brought it into being at a moment of cultural
significance. 18
We can see this need for a distinction played out when Florence Balcombe Stoker,
Bram’s widow, brought her legal action against Prana Films and their unlicensed representation
of her husband’s work, Nosferatu, Eine Symphonie des Grauens. As the legalities regarding the
adaptations of works were in its infancy (more on this in Chapter 2) and could severely differ
from country to country, it is unclear if Prana Films didn’t know they needed to get an agreement
with Stoker’s estate or if they simply thought no one would notice. In either case, Florence did
win her case and all copies of the film were ordered destroyed; however, I don’t believe many

This also harkens back to the concept of the High Road transfer in uptake regarding antecedent knowledge in
that it directly engages with “the deliberate, mindful abstraction of knowledge, skills, or strategies from one context
to be re-localized and successfully leveraged in another, distinct context.”
18
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film historians would have agreed with that outcome. By luck, copies were saved and today
Nosferatu is considered a masterpiece of German Expressionism, an aspect wholly unique to the
culture that spawned it, and not an inherent part of the original novel. 19
Richard Dawkins first coined the word “meme” in his 1976 book, The Selfish Gene. This
was his way of explaining how ideas evolve mutate and replicate across cultures. In addition to
Smith, other authors have helped to contextualize Dawkins’ writings further. Kara Rogers writes
in her article, “Meme: CULTURAL CONCEPT,”
Dawkins conceived of memes as the cultural parallel to biological genes and considered
them, in a manner similar to “selfish” genes, as being in control of their own reproduction and
thus serving their own ends. Understood in those terms, memes carry information, are replicated,
and are transmitted from one person to another, and they have the ability to evolve, mutating at
random and undergoing natural selection, with or without impacts on human fitness
(reproduction and survival).
I will be interpreting the “serving of their own ends” regarding memetic thoughts to mean
filling in or replacing cultural touchstones that are no longer viable with new, potentially global,
concepts that fill a specific need. A quotation that often comes to my mind in situations such as
this comes from the book, Monstrous Regiment (2003), by Terry Pratchett. He writes, “People
build something that works. The circumstances change and they have to tinker with it to make it
continue to work, and they are so busy tinkering that they cannot see that a much better idea
would be to build a whole new system to deal with the new circumstances.” (180)
This reproduction of ideas and the replacement of existing cultural perceptions or
iconography need not be forced on a population. It appears these memes are as infectious, if not
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We will delve deeper into this topic in Chapter 2.
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more so, when they are casual in their trajectory. Rosaria Conte, an Italian social scientist, talks
about this trajectory in her chapter for the 2000 book, Darwinizing Culture: The Status of
Memetics as a Science. “Social norms have a great memetic impact since they not only spread
under the action of institutional forces but also spontaneously and gradually thanks to social
influence.” (Aunger 84) Robert Aunger, editor of Darwinizing Culture, is a biological
anthropologist who has written extensively about this phenomenon. He elaborates on Conte’s
points concerning memetic characteristics in his 2002 book, The Electric Meme: A New Theory
on How We Think.
[I]n the course of being transmitted, cultural information is typically also
reproduced rather than merely being passed along: The Transmission of cultural
beliefs therefore not only involves the manifestation of information in physical
form (for example, as sound waves in speech) but also requires the duplication of
the information packet itself. In this respect, it is akin to biological
reproduction…. What we have here, in effect, is the cultural trait seen as a virus,
an analogy already seen in the memetics literature. (49)
Aunger is stating, in connection to Dawkins’ starting thesis, that memes can be
interpreted as a form of a cultural virus. Taken with Conte’s opinion that these “infections” can
come from gradual social influences, it is reasonable to interpret memes as finding a space in the
social conscious over time and filling it.
The vampire has become a cultural touchstone through the global transmedial narratology
of books, movies, television, games, toys, fashion, music, and is a marketing shorthand used
globally for a variety of projects. In my online teaching tool, Incarnations of Dracula, I curate a
collection of marketing materials that use the vampire to reach potential customers. Dracula
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exemplifies what my best understanding of a transcultural adaptation to be as the book and
character is part of a larger story-world that transcends “the intersection of literary criticism and
film studies.”
In 2012 the Guinness Book of World Records stated that Sherlock Holmes, who at that
time had been portrayed in two hundred and fifty-four film and television incarnations, was the
most globally portrayed fictional human character. The caveat to that accomplishment, however,
is apparently the word “human.” Once that word is removed then the winner is, in fact, Dracula,
who at that time came in at two hundred and seventy-two global portrayals. Since then, more
portrays have been created or come to light in different countries. As historian and media scholar
David J. Skal states in his documentary, The Road to Dracula, the epitome of the Eastern
European vampires is “the most media-friendly monster ever.”
Returning to my selection of the vampire as a representative of the Globalgothic, the
Eastern European version of the vampire has all the qualities of a meme in both its folklore traits
as well as its global trajectory and impact. The vampire, within the context of its mythology,
often acts like a virus in that it infects the person it bites and, through that contamination, makes
it a replica of itself. This pattern is repeated until, potentially, the vampire becomes the new
dominant culture. 20 In 1992, Jennifer Wicke made similar observations in her article, “Vampiric
Typewriting: Dracula and Its Media” saying how “the social force most analogous to Count
Dracula’s as depicted in the novel is none other than mass culture, the developing technologies
of the media in its many forms, as mass transport, tourism, photography and lithography in
image production, and mass-produced narrative.”
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We can also see this global impact linguistically in the example of the acceptance of the
word vampire into Japanese culture to the point of replacing the traditional term, Kyūketsuki.
This transition is marked in the anime, Vampire Princess Miyu, in which the Japanese dialogue
track uses the two words as being interchangeable but having a larger percentage of usage for the
word vampire. In the English dub, only the word vampire is used. It is a striking coincidence that
when initially laying the groundwork for his ideas in The Electric Meme, Aunger relates an
experience that led him towards studying the idea of the meme that had the hallmarks of the
vampire.
When I was doing anthropological fieldwork in central Africa, I encountered
people who believe that witches can attack you in your sleep and eat your brain,
turning you into a witch like them, with upside-down ideas like walking abroad at
night, living homeless in the forest, and having sex with animals…. I hasten to
add that these people are not “weird” in any other way; the individuals I knew
were smart, caring, thoughtful. (1)
For this dissertation, I will be giving vampires the distinction of being part of a
Transcultural adaptation process, as they follow the virus-like reproduction of an idea crossculturally and crosses multiple media platforms as well as disciplines and areas of scholarly
interest. In The Electric Meme, Aunger adds, “if we take as the central feature of a meme’s
definition the fact that it is a replicator, and evolves, then we must follow the fact wherever it
leads, regardless of the disciplinary boundaries or dictionary definitions.” (330) As my areas of
interest lay in connecting with the separate aspects of the English studies model through a shared
meme, intending to reach undergraduate students regardless of their career and life goals,
vampires are a unique educational tool.
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The Globalgothic and Its Unique Aspects
Studying the cultural remediations of the vampire can have an unexpected side-effect
beyond helping students engage with pop-culture as it pertains to its history and lineage. There is
strong evidence that there is a therapeutic aspect for many students in learning about the
globalgothic in dealing with non-trauma levels of fear and anxiety. In the Fall/Winter issue of the
John Hopkins Health Review, Joe Sugarman wrote an article exploring the drastic rise in teen
depression:
In the past decade, clinical depression and anxiety among adolescents ages 12 to
17 have gone up… The odds of adolescents suffering from clinical depression
grew by 37 percent between 2005 and 2014… The National Institute of Mental
Health estimates that 3 million adolescents ages 12 to 17 have had at least one
major depressive episode in the past year. (Sugarman)
Sugarman points out experts have not come to a consensus as to a root cause because
dedicated research in this field, especially regarding the issues of self-harm, is in its “infancy.”
Most specialists do agree, however, that it is not a matter of current teenagers being incapable of
dealing with stress. Sugarman spoke to Matt Torres, director of the counseling center at Johns
Hopkins University’s Homewood campus. “Torres doesn’t think the current generation of
students is less capable of dealing with stressors than previous generations were (an accusation
made by some), but he does think that teens are living in an increasingly challenging social and
political environment.” Torres and other specialists are also definite in stating that, “The
hyperconnectivity of today’s teenagers—nearly 80 percent of them have cellphones—means that
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school-day dramas play out in real-time. Every embarrassing moment, every snippet of gossip
has the potential to be recorded, posted, and commented upon.” (Sugarman)
Despite Torres’ claim that current students are equally capable of handling stressors as
previous generations, the multiplying effect of social-media-fueled dramas is certainly taking its
toll on contemporary students. Additionally, formalized training in how to deal with these new
forms of stressors is either ineffective or entirely lacking. Authors Ronald B. Adler and Russell
F. Proctor II confirm the lack of foundational interpersonal coping mechanisms that many
students suffer from in their textbook, Looking Out/Looking In: “Unfortunately, most adolescents
are unwilling to [stop cyberbullying] for reasons ranging from fear of reprisal to fear of losing
their social media privileges.” (51) These fears of reprisal are oftentimes built on not
understanding potential options or the realistic consequences for given actions. Lack of
communication competency is directly influenced by underdeveloped analytical proficiency and
problem-solving skills made worse by “life stress and hormones.” (Sugarman)
Such lack of communication competency and undeveloped analytical proficiency could
be directly related to underdeveloped analytical and reading/writing skills, a condition which
opens another argument in favor of including already popular globalgothic texts in the
curriculum. Carnegie Mellon University’s Eberly Center for Teaching Excellence & Educational
Innovation supports the position that many students are entering college with underdeveloped
skillsets, skills which overlap those with those crucial for competent interpersonal
communication: “Writing is a complex intellectual task involving many component skills, some
of which students may lack completely, some of which they may have only partially mastered.
These skills involve, among other things: Reading comprehension, [and] Analytical skills.”
(Eberly Center) The site expands on these concerns stating, “In addition, students often lack the
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meta-cognitive skills to recognize the areas in which their prior knowledge and skills are
insufficient – and thus which skills they need to work to improve.”
Traditional curriculums utilize primarily canonical works of literature as the focus of
study concerning reading comprehension and critical thinking skills. It is possible, even
probable, that many of these texts are engendering barriers between a majority of students and
their potential motivations for practicing critical reading analyses in meaningful and sustainable
ways. By contrast, nearly all students, through daily pop-culture immersion, have a ready-made
foundation of gothic archetypes on which to form a foundation of prior knowledge, thus
minimizing one of the crucial weakness brought up by the Eberly Center. Between vampires
specifically and monsters and their represented othering in general, there is a strong familiarity,
relatability, multimodality, and diversity to the pop-goth material for teens and young adults to
engage with. It is worth noting that the missing or underdeveloped critical skillsets sought after
in the current job market as cited on the Eberly Center webpage, reading comprehension,
analytical, and meta-cognitive skills have come about in the age dedicated to teaching traditional
texts first and foremost.as seen in the issues educators such as Sue Weaver Schopf and Samantha
George have encountered when first establishing their vampire courses outside of the traditional
canonical gothic foundations.
We have seen with the supportive work done by Ruth Waterhouse and Jonathan Culler
concerning the use of contemporary pop-culture texts for increasing student engagement and
critical thinking. Building upon the research conducted by people such as the aforementioned
Matt Torres regarding the accelerated pace of real-life drama and stressors, we can combine this
work with the points raised by Waterhouse and Culler and craft an educational format that
addresses both concerns in one focus. H. P. Lovecraft observed, “The oldest and strongest
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emotion of mankind is fear, and the oldest and strongest kind of fear is fear of the unknown.”
(1,041) It is easy to understand our primal instinct is to fear that which is unfamiliar or what is
perceived as beyond our grasp to control. Fear is one of, if not the most, primal survival instincts
and yet children are rarely institutionally taught to analyze their own fears and learn ways to
combat them. Much like other related debilitating states of mind such as depression and trauma,
it is assumed they can just “get over it.”
In an article for Healthline, Caroline Shannon-Karasik writes about her experiences with
anxiety and depression, stating her repeated need to explain her situation; “No, I can’t ‘just get
over it… anxiety disorders are the most common mental illness in the United States, affecting 40
million adults in the aged 18 and older, or 18 percent of the population.” In the article ShannonKarasik quotes Kathryn Moore, a psychologist at Providence Saint John’s Child and Family
Development Center, who supports her position: “A misconception of depression is that you can
just snap out of it.” In a February 2019 article for Psychology Today, author Sarah Fader writes
of issues facing victims of trauma: “Even the most well-meaning loved ones of trauma survivors
can be insensitive to their needs. They want the best for the survivor, but they might pressure
them to ‘get over it’ or ‘just move on’.” As stated, the professional opinion does not support the
assumption an individual can overcome debilitating mindsets through the strength of will. If
willpower alone is an insufficient method for coping with stress and fear, how does a person
learn to cope with these emotional states? One route is to teach globalgothic and monster texts to
students starting in the early teens that address actual existential fears in metaphorical ways, their
potential impact, and illustrate the optional coping mechanisms available to them.
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[Monsters] are markers of otherness, articulations of the threatening changes of
economic and imperial power, signifiers of techno-scientific innovations, as well
as representations of personal and communal losses and traumas. (Botting 11-12)
William Veeder, in his section for the book Spectral Readings, further alludes to this
potential for developing coping mechanisms through gothic study. “I want to define a Gothic
praxis that involves—necessarily—the interplay of psychological and social forces… […] that
societies inflict terrible wounds upon themselves and at the same time develop mechanisms that
can help heal these wounds.” (54-55) Through critical analysis of what is causing “wound,” both
on a personal and social level, Veeder sees an opportunity for exploring avenues of potential
healing techniques. Veeder suggests in his writings that by challenging sources of fear in their
multiple guises in a safe environment that people in general, teens especially, will learn tools
they can use to overcome trauma over a period of time. The placing of literary studies within a
more personally beneficial framework engenders not only stronger job market skills but also
supports a critical discussion on mental health which many students haven’t been exposed to.
This may be seen as especially true in a pandemic and even (hopefully) post-pandemic world
where everyone is not only attempting to cope with the traditional stressors of a job/personal life
balance but also the added specter of a potentially lethal virus and the social upheaval it is
engendering. Under such circumstances, even the strongest individuals can feel immense
amounts of mental pressure and emotional stress.
Jeffery Jerome Cohen has developed seven Monster Theses for contextualizing a
society’s fears and their expression through literature and art. His seventh thesis, Fear of the
Monster is Really a Kind of Desire, speaks to Veeder’s assertions linking the study of gothic
subject matter to uncovering positive coping mechanisms. “We distrust and loathe the monster at
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the same time we envy its freedom, and perhaps its sublime despair… This corporal fluidity, this
simultaneity of anxiety and desire, ensures that the monster will always dangerously entice.”
(17,19) Since every fear represents a repressed desire, these forms dual avenues of thought
allowing for a pincer attack on the subject matter. Through the use of monster texts, students can
critically examine and formulate proactive options for achieving desires rather than ruminate on
negative and often debilitating fears. These discussions are, as Cohen suggests, integral to any
monster story and speak to all students since everyone fundamentally understands what it’s like
to experience fear.
Moving away from depression and anxiety, Gina Wisker develops the theme concerning
the unique applications of studying the gothic within a global context. She touches not only on
the evolution of skills that have been singled out as being beneficial for students entering the job
market, such as creativity, resiliency, and self-reliance, but she directly addresses the ways that
readers develop critical coping mechanisms for dealing with potentially overwhelming stressors:
[The] the Gothic continues to be the only mode which even approaches a way of
representing the contemporary world when life and art are sometimes
indistinguishable in their horror and bizarre qualities. One such example currently
unfolding this summer of 2015… is the political and media references to those
refugees fleeing oppression as cockroaches, parasites, zombies, instead of seeing
people seeking safety from the horrors of war and terror. […] The extraordinary
horrors of the everyday might threaten to overwhelm our sensibilities and abilities
to cope, imagine, and act, but having a Gothic mindset helps put some of this into
perspective so that we use our imaginations for vision and agency, without
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underestimating the threats and horrors. Gothic is a cultural connection and
critical comment, essentially political and personal. (235)
As stated earlier, one example of Wisker’s sentiments concerning the utilization of a
“gothic mindset” for developing critical materials comes the Center for Disease Control and
Prevention. While the CDC does not explicitly offer advice on ways to utilize gothic materials
for the purposes of crafting emotional defenses against “the extraordinary horrors of the
everyday,” it has created a webpage, blog, poster, and downloadable comic concerning survival
from natural disasters based on the zombie apocalypse esthetic.
Wonder why zombies, zombie apocalypse, and zombie preparedness continue to
live or walk dead, on a CDC web site? As it turns out what first began as a
tongue-in-cheek campaign to engage new audiences with preparedness messages
has proven to be a very effective platform. We continue to reach and engage a
wide variety of audiences on all hazard preparedness via ‘zombie preparedness’.
The site has a specific section dedicated to using their materials in the classroom setting.
According to their statement of purpose, the CDC states that the “website was created to help
educators teach middle school-aged children the basics of emergency preparedness and response
using a fun, fictitious scenario.” While the statement specifies middle school-aged groups, I have
personally found these materials to be highly effective and engaging with English 101 students
for a number of genre analysis projects. Going back to Wisker’s comments concerning the “use
our imaginations for vision and agency, without underestimating the threats and horrors,” we
have a clear demonstration of a critical services agency using a popular gothic horror setting for
just this purpose. Readers build proactive plans for dealing with real-world stressors through the
lens of fictional monsters in a safe learning environment.
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There is a sizable body of work supporting the sentiments of Wisker and the content
creators for the CDC. New research conducted during the pandemic is coming out and shows
strong support that students who engage with gothic materials and concepts are better prepared
for dealing with real-life health problems. Coltan Scrivner conducted one such project.
In this study conducted during the 2020 Coronavirus pandemic, I explored how
trait morbid curiosity was related to interest in 1) factual information about
Coronavirus that was specifically morbid, 2) general factual information about
Coronavirus, 3) pandemic and virus genres of films and TV shows, and 4) genres
of film and TV shows that center around threat more broadly. Participants (n =
125) who scored high in morbid curiosity reported increased interest, compared to
usual, in pandemic/virus genres as well as horror and thriller genres. Morbidly
curious participants were also more interested specifically in morbid information
about Coronavirus. Furthermore, disgust sensitivity was unrelated to these
preferences. These results provide initial evidence that trait morbid curiosity can
predict particular media preferences in the face of a real threat, and that morbid
curiosity may reflect an adaptive predisposition in some individuals toward
learning about the dangerous and disgusting aspects of a threat.
While needing further research, this study offers the intriguing possibility of what may be
beneficial for a number of students concerning the analyzing of what is considered to be morbid
subject matter and a correlation with addressing non-trauma-based stressors. Experts such as
Wisker, Webster, and Cohen argue that exploring artistic expressions which delve into themes of
fear offers an engaging avenue for individuals to forge connections between participants and
course content, while current research that is being conducted by people such as Scrivner support
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the analytical benefits for those who take that path. Returning to the research done by Melissa
Nasiruddin and her colleagues, they add:
Zombies may inspire fear within those who witness them in popular culture, and this fear
can be compared with the same emotions that people might experience when they
encounter the unknown. Some of the fears brought on by zombies include fear of brain
dysfunction, fear of death, and feelings of hopelessness. Zombies, in turn, make these
fears into something concrete, something we can reflect upon from a safe distance…
According to psychologists, watching 28 Days Later or navigating the characters of The
Walking Dead through Telltale Games’ deadly streets can be one way in which we, as
psychologically bound humans, confront our fears and attempt to prepare for the
possibility of our fears becoming reality…. [W]e should at least acknowledge the positive
emotional effect that consideration of past success stories when handling rabies
outbreaks, and infectious diseases in general, could have on our society should a zombie
apocalypse occur… what better way to build feelings of hope and community than
drawing similarities between a seemingly unconquerable undead foe and a similar
counterpart in the history of public health that was successfully managed (to a certain
extent)?
The fact that gothic monster conventions have reached nearly every country on Earth marks them
as ideally suited for engaging with students from nearly every cultural background on a generally
common theme. 21 In a world being shaped through the impact of a global health crisis, this
transnational scope is critical.
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One of the strongest examples of “monster as illness” is I Am Legend.
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Glennis Byron and Dale Townsend support this by saying, “…Gothic [is] a multi-faceted,
multi-dimensional force, as a style, an aesthetic experience and a mode of cultural expression
that traverses genres, forms, media, disciplines, and national boundaries.” (Byron and Townsend
xxxviii) Andrew Hock Soon Ng comments on this international interest in the globalgothic
matter in his introduction to the collection of essays, Asian Gothic.
This attests to the malleable nature of the Gothic to transcend its own historical,
cultural, and geographical parameters (its ‘canon’). After all, transgressing taboos,
complicity with evil, the dread of life, violence, and the return of the repressed…
are not specific to any culture or people but are experienced by all throughout
history. (1)
The unity of interest surrounding this specific genre and its trajectory potentially comes
about through the dissemination of repeating semiotics that is easily followed but challenging to
analyze. Support for this specific branch of research is wide and varied. Şehnaz Tahir Gürçağlar
of Bogazici University, Turkey, uses Dracula as an example of this concept. “Now, in the 21st
century, [the gothic] is stronger than ever, and Count Dracula is a figure recognized by all—even
those who have not read the novel or seen the screen versions.” (Seyfi vii) Zacharias Thundy,
retired literature and bible scholar at Northern Michigan University, simply states in his research
on the vampire in India, “The vampires are not going to disappear either from the East or the
West.” (Heldreth 55)
Since they have their own foundational antecedent knowledge about gothic tropes and
texts, students can draw from that pool, validating their experiences and knowledge. Following
the trajectory and impact of these ingrained pop-cultural gothic conventions across “media,
disciplines and national boundaries” broadens the potential fields of inquiry available for
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students, regardless of the discipline they are engaged with. Returning to Jablokow, we see how
people in the STEMM fields see the world “becoming increasing[ly] diverse in terms of both
discipline and culture as problems expand to cover more different areas of specialization and the
corporate workplace spans the globe.” Colleges and universities are ever more engaging in the
growing need to understand global and cultural diversity as part of their student-success goals
post-course studies. They recognize the need to find common ground cross-culturally and to
expedite meaningful communication and problem-solving skills.
Every college and university today want to prepare students who are global
citizens. The aim is spelled out in mission statements and carried out in action
plans that engage faculty, administrators, staff, and students inside and outside the
classroom in a common purpose. Some global learning initiatives expand upon
efforts that have been underway for years. This takes place at large research
universities already with an immense global reach and thousands of international
students, and small liberal arts campuses with few education-abroad offerings and
a paucity of students from other countries. (Connell)
By tapping into this growing trend, an educator can potentially make a strong case for not
only retaining but also expanding the offerings for the humanities. When students move beyond
the confines of their previous banks of knowledge and begin exploring aspects of cultures
different from their own, they will always have their baseline gothic pop-cultural knowledge to
ground their research in some points of commonality. Say the name Dracula in almost any
country and someone will know exactly who you mean. From the China-based Shaw Brothers
Studios’ movie The Legend of the Seven Golden Vampires featuring Dracula coming to their
shores, to Japan featuring the Count in several video game appearances and related marketing,
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through to an Egyptian knock-off musical of The Rocky Horror Picture show called Fangs
which replaced Frank-N-Furter with Dracula and the Transylvanians with vampires, the gothic is
global and provides a center to a multi-cultural Venn diagram.
Ultimately, this ubiquity offers flexibility allowing for greater opportunity for students to
relate to their course materials across the curriculum and properly positioning the humanities as
critical for their future success rather than being a vestigial aspect of learning. As many colleges
and universities are shutting down humanities programs across the country, one can only assume
that they are seen as vestigial by these schools and their potential student body since no one has
had a meaningful dialogue on how these courses function in overall global positioning for
student’s post-graduation.

Chapter Reflections
Bringing this chapter to a close I return to Schopf:
In contrast to the mixed attitudes inside the University [for the vampire course], I
encountered unbridled enthusiasm from the general public… Nearly 200 enrolled
in the course and since it was offered in the Extension School, the students ranged
in age from 17 to 75 and included full-time undergraduates, part-time lawyers and
physicians, teachers, librarians, musicians, and Harvard staff members, among
others. (Nevarez 9)
There is a palpable disconnect between the notion of people enjoying pop-culture and
their seeing it as a uniquely situated genre worthy of study for gaining a number of critical
benefits. As Schof demonstrates, this disconnect is not the exclusive domain of students. Gothic
pop-culture study perhaps seems too “lowbrow,” too simple to be ranked alongside reading
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Austen or Chaucer. However, Schof’s situation offers just one example of the desirability
concerning a course in vampire studies and well fits the University of Wisconsin-Superior’s
director’s desire to offer “popular” courses.
Globalgothic studies need not be limited to literature classes but can be expanded to
gothic drama, abnormal psychology, death-positive sociology, and even a haunted history
course. If we take Waterhouse’s point that intertextuality need not be chronological and that
newer texts may prove to be of greater benefit as starting points of inquiry, it makes sense to
explore pop-culture in general and the gothic pop-culture in particular early in students’ college
careers. Once they find the joy in deconstructing familiar tropes and texts, they are better primed
to tackle the more traditional courses such as Brit/Victorian/World literature, history, philosophy,
and more as their desire to be engaged readers has been whetted. Support for this idea of using
pop culture as a springboard for larger academic achievement comes from countless stories of
parents saying their children only became readers once they found popular texts such as Harry
Potter. Terry Pratchett commented on this occurrence in connection to his Discworld novels
during his inaugural professorial lecture at Trinity College in 2010:
I am occasionally presented with evidence that I am the creator of academics;
over the years I have received a fairly large number of letters from grateful
parents telling me that their son, and it is usually their son, would not pick up a
book at all until he found Discworld and suddenly started reading like a demon
and is now tearing his way through university, and I get embarrassed, but cheerful
when professors tell me that they recall lining up to have me sign a book when
they were nineteen. (207)
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Ultimately, despite the high interest of students to engage with familiar pop-culture
esthetics, there is little awareness of the benefits such scholarly explorations afford. Many
students and parents have not been made aware of the skill-based benefits acquired in the
humanities and are instead often told that these classes are intended to make them more “well
rounded” citizens. In a July 2015 guest post for the American Council of Trustees and Alumni
website Emily Linz wrote:
Once students begin to read more closely, they will learn how to express these
truths of the heart in a meaningful and articulate way. Our civic life will be
enriched. Literature trains students to think critically about historical ideas and to
write effectively, yes. But it does more: It challenges them to express deeper
truths of the heart with elegance and insight. Literature conveys wisdom distinct
from other humanities courses.
Fine as these sentiments are, they do not adequately sell the humanities to families
looking to secure a financial future for their children. Rather than a vague notion of expressing
“deeper truths of the heart,” humanities courses need to be consistently referred to in terms of
practical skill acquisition starting with high school counselors up through community college
advisors and culminating with first-year experience classes at universities.
To close out this chapter, I will quote one of my student’s reviews of the book and film
adaptation of I Am Legend written at the beginning of the pandemic when the university moved
to online instruction. 22 I replicate it in its entirety including wording and formatting.
In the film as Robert wakes up on the second day it shows us, he seems very upset
with his life and thinks to himself, “Another day, another day to start all over
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1964’s The Last Man on Earth starring Vincent Price.
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again.” (FILM). This mindset is exactly how I feel and I’m sure a lot of other
people feel during this quarantine. I have gotten into the same routine for weeks
now and definitely feel trapped. Every day I wake up feels like just another day
where I will be doing the same exact thing over again. This feeling of being
trapped is mainly fueled by the fact we cannot leave our houses. Having it be
spring with the weather being warmer every day is almost like torture knowing
there’s not much you can really do about it. There are so many temptations calling
out to everyone to leave their house, much like in the story every night when Ben
Cortman calls out to Robert, “Come out, Neville!” (Matheson 42). I found this
part kind of funny in a way because while reading it my mind immediately
thought of temptations in our lives calling us to leave the house. However, neither
Robert nor us should leave the house. In both cases, there will be consequences
for leaving. In Robert’s case if he should leave the house he would most likely get
bitten and turn into a vampire. In our society’s case, if people continue to leave
the house people will continue to get sick. Everyone needs to do their best to
follow the lockdown order and we need to try and beat this virus together.
Having taught cultural lenses in the past, this application of them towards globalgothic
texts have elicited dynamic responses from many students, much like this. Students are not only
seeing the social and cultural relevance of lenses in relation to these texts with greater
articulation than I have previously encountered, they are taking it and applying those analytical
skills to other cultural touchstones. In my opinion, the information strongly favors the view that
the earlier a student builds up this bank of coping skills and critical points of reference, the better
their chances of completing their college careers while accruing overall less mental and
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emotional stress while being better placed for succeeding in a global market. For all the above
reasons given, globalgothic studies are a multilayered and interdisciplinary tool meeting at the
crossroads of both academic requirements regarding the robustness of content and students’
personal and job-focused needs.
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CHAPTER II: LINGUISTIC IDENTIFIERS: FROM STOKER TO KAZIKLI VOIVODE

Onomastic Trajectory and the Fears of Colonization.
Starting in 1973, the first Literary Onomastics Conference was held at The Brockport
College, State University of New York. According to Grace Alverez-Altman and Frederick M.
Burelbach, the focus of the conference was to expand the field of literary study concerning
names.
Literary Onomastics is an area of literary criticism in which scholars are
concerned with the significance of names in drama, poetry, prose fiction, and
folklore. These include names of places, characters, cosmic symbols, even of the
works themselves (the title as “name”), as they are related to theme, structure, and
other literary critics, historians, philosophers, psychologists, and other’s work on
the kaleidoscope aspects of names. (Alvarez-Altman III-IV)
This chapter is a demonstration of the practical application of the Globalgothic gaze
through the onomastic lens to illuminate aspects of “drama, poetry, prose fiction, and folklore.”
This illumination process brings with it a level of multifaceted and multicultural familiarity; an
opportunity to replace Lovecraft’s “fear of the unknown” with Scrivner’s “morbid curiosity
[that] may reflect an adaptive predisposition.” For our purposes, this chapter follows a trail of
research on a global playing field to highlight the unique characteristics of a pop-cultural figure
in the context of its intersectionality between political history, social evolutions, religious
dynamics, and language as national identifier. This multi-national trajectory presents students
opportunities for new insights into an archetype they may never have given much reflection to
while supporting many college and university’s stated goals of encouraging diversity in the
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classroom. As the Globalgothic deals directly with acknowledging diversity across cultures, it
was an ideal pairing to go with onomastics as they both support “other’s work on the
kaleidoscope aspects of names.” Once we conclude this onomastic trail concerning the evolution
of the name Dracula, we will ultimately examine the result of this interplay of issues through the
juxtaposition of two of the seminal texts in their prose fiction expression, Bram Stoker’s Dracula
and Ali Riza Seyfi’s, Kazikli Voivode. 23
While it can be reasonably assumed most scholars know something of Stoker’s Victorian
classic, it is doubtful many have heard of, much less read, its Turkish progeny. Seyfi’s work is
part of the literary tradition of taking a classic story and recontextualizing it. We see this in
Shakespeare’s reworking of The Jew of Malta into The Merchant of Venice, where, despite
becoming problematic through the centuries, the Shylock character is made far more sympathetic
than his trap-door wielding predecessor. Another example is Goethe’s take on the legend of
Faust, the first part of which was itself reshaped into operatic form by Gounod and his librettists.
These two examples recontextualize the original narratives and give new insight to aspects that
were only hinted at in those earlier works. This hold true for Seyfi’s text, which we will cover in
detail later.
In brief, in 1928 Turkish historian and author, Ali Riza Seyfi published what has been
commonly decried as an “unauthorized version” of Dracula, despite the p. Titled Kazikli
Voyvode, Seyfi’s book replaces London with Istanbul as Dracula’s ultimate destination and
updates key points of the story to coincide with the growing Turkish national, linguistic, and
political identity. At its core, Kazikli Voyvode draws from not only from Stoker’s vampire story
but incorporates a Turkish sensibility to the events of the narrative, especially regarding the
In the interests of intellectual honesty, I must state that I cannot read Turkish in any of its forms. I am relying on
the information published by experts in the field and their translations of certain materials.
23
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titular character. At the time of Seyfi’s writing, the War for Turkish Independence had finally
been won against European occupation following England and Greece taking up residence after
WWI. In Stoker’s novel, Seyfi must have found a representation of that struggle for cultural
retention in the echoes of the Ottoman Empire’s earlier assault by a 15th-century European
dictator, the focus of the Englishman’s story. In it Seyfi may have seen Stoker, unintentionally,
supporting the European title of the noble in question; legitimatizing the self-given family name
of a man as part of an order dedicated to the end of Seyfi’s ancestors and their identity. To the
Turkish mindset, this may have lent some humanity to a figure whom the Turkish people knew
primarily by only his title and his beloved form of executing those same people.
It is this clash of cultural identity concerning the connotations placed on how this
controversial figure was being perceived that is at the core of the onomastic focus and why we
need to start at the roots of the name in question to understand the stakes 24 involved and why
terms such as “unauthorized” or “pirated,” as used on the 2017 English translation’s book cover,
are oversimplifications that ignore the transformative aspects of Seyfi’s remediation and places
discussions about his work in the realm of legalities more than a historical literary review.

Onomastics and the Historical Vlad Dracula
As Stoker’s use of the name was itself a remediation, let us establish the etymology of the
word Dracula and what the onomastic lens suggests about its larger meaning. In 29 BCE, Marcus
Licinius Crassus conquered the land known as Moesia in eastern Europe which comprises what
is today parts of Serbia, Kosovo, Macedonia, Bulgaria, and Romania. By 87 CE, the Roman
Emperor Domitian sent six legions into Dacia, the lands east of the Danube river that had
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remained free from Roman rule up until then. After 106 CE all of Wallachia and Transylvania,
now known as Romania, were firmly under their control. The Roman legions stationed in the
area brought both the Greek and Latin languages and injected their influence onto the native
language. (Florescu 30-31) This native Romanian language consisted of a proto-Slavic dialect
that emerged approximately during the first half of the second millennium, CE. (Sussex 9) From
the time of the occupation until around the 5th or 6th centuries CE, the proto-Slavic language
overwent a fundamental change, reminiscent of a vampire’s victim, evolving into resembling its
conqueror’s image, here in a linguistic format, untimely developing into the only Romance
language in Eastern Europe to survive into the modern era. (Sussex 11)
Loss of identity through the loss of language or having language supplanted by the
cultural expectations of colonizers is a global pattern found in all peoples and throughout history.
K David Harrison writes in When Languages Die, “Language death typically begins with
political or social discrimination against a language and its speakers.” (8) It is a strong reflection
of the fears of the vampire; a foreign colonializing presence that infects a native population,
destroying their identity, and forcing the victims to actively perpetuate the cultural contagion
until it becomes the new norm. The loss of identity through this process is devastating. “Linguist
Ken Hale, who worked on many endangered languages up until his death in 2001, told a reporter:
‘When you lose a language, you lose a culture, intellectual wealth, a work of art. It’s like
dropping a bomb on a museum, the Louvre’.” (Harrison 7)
One of the new words that infected the emerging Romanian culture was the Latin word
Draco, emerging from the Greek word drakon, meaning a great serpent but almost exclusively
associated with the image of the dragon. This is the root for the name Dracula. According to the
Encyclopedia Britannica, the word was initially connected with Ladon, the mythical serpent from
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the Labors of Hercules who guarded the golden apples (Draco). This would be the foundation of
later dragon myths of the creatures protecting a hoard of precious materials. In a stunning
coincidence, Draco was also the name of the 7th century BCE Athenian lawmaker who was
tasked with replacing the outdated standing oral laws and blood feuds that unfairly favored the
wealthy with a legal system based on written laws that everyone would be held to.
Draco was the first democratic legislator, requested by the Athenian citizens to be a
lawgiver for the city-state, but the citizens were fully unaware that Draco would establish laws
characterized by their harshness. Since the 19th century, the adjective draconian refers to
similarly unforgiving rules or laws, in Greek, English and other European languages since his
harsh legal code punished both trivial and serious crimes in Athens with death—hence the
continued use of the word draconian to describe repressive legal measures. (Draco)
Onomastically, even if only coincidentally, there is a long precedent for the association of
the word Draco with dragon protectors who are ruthless in their execution of what they perceive
to be justice. Mercy, having no part in the proceedings, was left out. For over a thousand years,
Latin remained a dominating influence in the region of Romania, an area that ultimately became
rechristened to reflect the Roman conquest of the land, the name itself coming from “Romanus”
meaning “citizen of the Roman Empire.” As seen in the writings of Harrison, the cultural
uniqueness died away with its linguistic qualities, a process strengthened over time through the
association with the rising popularity of Christianity and its adherence to Latin and Greek.
In 1408 the King of Hungary, (later the Holy Roman Emperor) Zsigmond von
Luxembourg created an order of nobility, The Society of the Dragon, whose purpose was,
ostensibly, to defend Christian lands against invasions by the Ottoman Empire. Another potential
reason for the formation of the order is that Zsigmond had once been a member of the Order of
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St. George. Shortly after ascending to the throne Zsigmond ‘s wife, Queen Maria, died “without
issue by Zsigmond (that) left the latter without any claim to the throne save that derived from the
election of 1387.” (Boulton 348) Because his hold on the throne had been through his marriage
to the legitimate heir, Maria’s death left Zsigmond in the grip of a revolt from rival families.
Only through a shrewd political marriage and aligning himself with several powerful factions did
he retain the throne. The main body who opposed his reign were high ranking members of the
Order of St. George. After securing his throne, he quickly left the order. “It was apparently in
recognition of this fact that Zsigmond… proclaimed in 1408, the foundation of the organization
which should probably be called the Society of the Dragon.” (Boulton 349)
Thus, the Society of the Dragon appears to have been the first organization of its type to
be conceived of in purely political terms, without even a gesture in the direction of the chivalrous
ideology that had underlain all the earlier foundations. (Boulton 349) By naming it the Society of
the Dragon, ie. Draco, Zsigmond was potentially choosing a linguistic signifier that was in direct
opposition to his political rivals, the Order of St. George. There is a long history of various saints
engaging in mortal combat with dragons and serpents, St. George being one of the most famous.
While the stories almost all end with the destruction of the dragon, it is possible Zsigmond
wanted to state, unequivocally, his opposition to the ideologies of the Order of St. George while
also borrowing from the realm of classical literature the appealing associations with Ladon, the
protector of the treasures of the gods. Noteworthy is the potential secondary association the
choice of Draco brings, that of Draco of Athens, the lawgiver.
In 1431, Vlad II, Prince of Wallachia, was made a member of the order. As a member of
the Society, known as Draconists, Vlad II was entitled to add the dragon symbol to his coat of
arms as well as his coinage. After this time his people began to call him Dracul, meaning “The
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Dragon;” a name which he came to embrace and intimately associate himself with. Florescu and
McNally’s research indicates that by adopting the title Dracul, Vlad II was also making it known
where his political allegiances were, at least at that moment. This was in response to his almost
certain fear of being overthrown by his allies, a common occurrence for the past rulers of
Wallachia. During this period of history, princes of Wallachia were not autonomous and were
essentially vassals to Holy Roman Empire and could be, and often were, replaced with rulers
more to the tastes of the Holy Roman Empire, a fear felt by the Society of the Dragon’s founder.
In essence, the system was a microcosm of fear that closely resembled the fears of colonization
in that the prevailing power structure can, at the will of the more powerful outside forces, take
over and replace it with something they deemed more appropriate. Essentially, a ruling political
power, vampire like, feeding on a weaker power structure and ultimately replacing it with one
that is a copy of its own tastes and priorities. This sentiment was later added as an aspect in
Stoker’s novel and was reinforced by Seyfi’s writings as it mirrored the struggles for Turkey to
find an autonomous identity.
After Vlad Dracul was killed in a military coup alongside his heir, Mircea, Vlad III, later
Vlad Tepes and Vlad Dracul’s eldest son, claimed the throne. In place of his father’s title of
Dracul, Vlad adopted the name of Dracula, meaning “Son of the Dragon.” The addition of the
“a” at the end of a word in Romanian denoted the status of “little” or “junior,” hence the name
demonstrated Vlad Tepes as the child of the dragon, and more importantly, the rightful heir to
the Wallachian throne. The name and signifier of Dracula was crafting a rhetorical statement in
advance of a potential political coup and stating both home and abroad that the Dracula family
intended to create and maintain a lasting dynasty. Dracula would rein in Wallachia through three
separate phases until being defeated by Ottoman forces either in late 1476 or in January of 1477.
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What held true in the origins of the name Dracula holds true for Vlad III’s real-life mortal
enemies: The Ottoman Empire, and the Turkish remediation of the name. Looking briefly at the
Ottoman language in regard to modern Turkish, the difference appears to be largely one of the
types of alphabet used in its writing. Ottoman used an Arabo-Persian script while Turkey,
perhaps ironically when looking at Romania’s past, adopted the Latin alphabet. The other major
difference is in which words are being used. As we will delve into shortly, the Turkish Language
Reform removed any words that were felt to be too foreign in origin.
In the Ottoman Empire, the historical names of Vlad Tepes, Vlad III, and Dracula were
fairly meaningless to the general population. The reason for this is that around the year 1500,
Ottoman writer and historian, Tursun Beg, established what became the main nomenclature for
Vlad Tepes when he wrote The History of Mehmed the Conquerer in honor of that leader’s
military conquests and eventual overthrow of Constantinople. In the few pages he dedicated to
Mehmed I’s campaigns against the Wallachians, he only referred to Vlad Dracula as Kazıklı
Voyvoda.
This Kaziklu Voyvoda, however, was a very tyrannical man.
If an individual from a certain village were to commit a crime, he punished the whole
village—man, woman, and child—by impaling them on spikes. In his capital […] he had
a huge garden extending six miles long and enclosed by fences on both sides. In between
the fences were displayed the bodies of all the Hungarians, Wallachians, and Moldavians
whom he had impaled. But his cruelty did not end even here, for the number of those he
had hung from the trees outside the fortress is undetermined. (Tursun Beg 47)
The origin of the term Kaziklu Voyvoda has two parts. Meaning the Impaling Warlord,
the first part, “kazikli,” was the Ottoman term for Impaling. The second word, “voyvoda” (also
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sometimes spelled as “voivode”) was the Wallachian term for Prince or ruler. Interesting to note
is that voyvoda may have its roots in the Russian word, “voevoda,” or “leader of the army.” It is
possible to have originated from the Slavonic voji “warriors” and voda “leader.” Considering
the potential for cross linguistic pollination between Russia and Wallachia there may not be a
definitive answer of which term came first.
At no point in the remaining history does Tursun Beg refer to Dracula by any other name.
In short, the Ottoman name for Vlad III was a reference to the office he held in conjunction with
his preferred method of dealing with enemies. The irony of this is that it was at the court of
Sultan Mehmed I, shortly to be replaced by his son Mehmed II, that Vlad Dracula had been
taught the art of impaling. Kazıklı Voyvoda became the main signifier for the historical Dracula
throughout the Ottoman Empire. While it may appear there was no difference between the
Romanian and Ottoman signifier for Vlad Tepes since he was called The Impaler both within
Wallachia and abroad during his reign, the title in his homeland was almost always made in
conjunction with his given name, as in Vlad the Impaler. Only in the Ottoman Empire was he
denied the application of his proper name or even his chosen sobriquet of Dracula. This striking
of a common, one may say a “human” name, from the signifier of a character seen as a brutal
enemy rhetorically dehumanized one of the Ottoman Empire’s greatest enemies. They
additionally often denied him the moniker of the “dragon” that he and his father had adopted. In
the eyes of those who saw themselves as the oppressed, he was an inhuman construct, and they
were rejecting the name he intended to force them to use. The name Dracula, unlike Kazıklı
Voyvoda, would have little significant meaning in Turkey until the 20th century. 25

While the word voyvoda is Wallachian term and not purely “Turkish”, it was the historical term used as
essentially a proper name and can be interpreted as being grandfathered in. This will be fully detailed in the final
section of this chapter when looking at specific linguistic aspects of Seyfi’s book.
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In the interest of fairness, a short note should be made regarding how the Romanians of
today see Vlad Tepes as opposed to the views of the Ottoman Empire, Victorian England, or
modern Turkey. In Romania, the name Dracula is associated with military prowess, heroism,
national pride, and reverence. With a touch of irony, these are the same qualities Sefi hoped to
associate the Turkish vampire hunters in his novel with, demonstrating the adage, “one man’s
terrorist is another man’s freedom fighter.” Despite Stoker’s vampire makeover of Vlad and its
impact on their economy and tourist trade regarding Dracula vampire tours, the Romanian
understanding of the name remains largely unaffected. Offering an image of how the Romanian
people have taken up the historical signified aspects of Vlad Dracula, Mihai Eminescu, a 19thcentury Romanian poet, wrote a ballad to the past princes of Wallachia calling on them to come
to his country’s aid. In his “third letter,” he wrote,
You must come, O dread Impaler, confound them to your care.
Split them into two partitions, here the fools, the rascals there;
Shove them into two enclosures from the broad daylight enisle ‘em,
Then set fire to the prison and the lunatic asylum.

Following the Onomastic Trail from History to Bram Stoker
While on a visit to the museum to see a fifteenth-century pamphlet about Vlad Tepes,
McNally and Florescu were informed for the first time of the inclusion of the working notes in
the foundation’s collection. In the introduction to their 1979 annotated version of Dracula, The
Essential Dracula, they concluded that based on their review of the notes, Stoker had been well
into the writing process for the novel before he had encountered the name Dracula. The oftenreprinted misconception concerning Bram Stoker’s novel was that he was inspired to write it
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after encountering the name of Dracula in the1820 book written by William Wilkinson, An
Account of the Principalities of Wallachia and Moldavia with Political Observations Relative to
Them. Stoker’s working notes prove he nearly finished writing the outline of the novel by the
time he read Wilkinson’s book.
One of the titles Stoker had initially considered, which remained in place until only a few
weeks before publication, was The Un-Dead, and the name of the count was originally to be
Count Wampyr. Essentially, Stoker’s novel had not initially been constructed to take advantage
of the signified aspects of the name Dracula. To a wide extent, this is where the onomastic
research into the name of Dracula the vampire ended. Further research was conducted
concerning the name as applied to Vlad III and his family, but other than using the historical
Dracula as further window dressing for film remediations of the novel there has not been much
done with onomastics and this work of literature. One thing that had been missing was how
Stoker’s full-time employment in the theatre world may have been a factor in his changes to the
Count’s name.
While his notes do not make explicit all the reasons that Stoker adopted the name of
Dracula, we can look at several reasonable points of interest. Looking back to the power of
names to shape impressions and as attempts to control narratives, Adam Alter comments on how
ease of names effects their reception: “Beyond their meaning, words also differ according to how
easy they are to pronounce. People generally prefer not to think more than necessary, and they
tend to prefer objects, people, products, and words that are simple to pronounce and understand.”
(Alter 2) While both Wampyre and Dracula fit into the area of being “simple to pronounce,”
Wampyre may have been proving too easy to understand. Through the gradual folding of the
vampire archetype into British culture through the writings of Southey, Coleridge, Byron,
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Polidori, and J. M. Rymer, the name Wampyre gave the mystery away from the outset of what
sort of character The Count was.
Another point of consideration for choosing a simple and unique name is that Stoker had
an open opportunity to define which aspects of his vampire’s name he wanted for his intended
British and United States audiences. If he had stayed with the name Count Wampyre, he would
have essentially made too explicit the idea that his character was a slight variation of the
mythical vampire when his creation was unique. He was almost completely redefining the genre
parameters of the vampire, incorporating aspects from werewolves, witches, and other
supernatural traditions. His creature was not merely a variation on the vampire archetype; it was
meant to be an evolution of the species. It makes sense that he takes advantage of the opportunity
to rebrand his character in such a way that set it apart. As a name, Dracula was foreign to English
readers; it held little to no inherent meaning. England was never connected to Wallachia in a way
that the common reader would develop predetermined connotations with the name, and the
United States were even more removed from that part of the world. Also, there is no evidence
that Wilkinson’s book was a commonly read text that would have brought attention to the name
of Dracula, and the authors who had brought the image of the vampire to the English-speaking
world made no connections to the Wallachian prince. What Stoker had was a blank slate upon
which to create a monstrous identity for his titular character.
The only concern Stoker would have had would be the creature that Dracula was, not
necessarily the name itself. As previously mentioned, the archetype of the vampire had been
germinating in English literature, going as far back as Samuel Taylor Coleridge’s 1797 fragment
of a poem, Christabel. Byron had obtained a copy of the unfinished work and brought it along to
be read during the famous tour with himself, Percy and Mary Shelly, and Byron’s physician,
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Polidori, where one can argue the modern monster movement was formed. 26 Since that time, as
mentioned, the word vampire had been in the public consciousness to such an extent that even in
Jane Eyre, Charlotte Bronte has her titular character refer to Bertha Rochester, in chapter twentyfive, as “the foul German specter – the Vampyre.” If Stoker had stayed with Count Wampyre, so
close in form to the name of the mythical creature he was, it is possible the work would have
linguistically been at the mercy of the pre-established connotations associated with the vampire,
both refined and vulgar.
Stoker would have been rightly concerned that his vampire novel might be associated
with overtly grotesque representations of the vampire, potentially turning away some readers. In
his biography on Stoker, Something in the Blood, David J Skal points to Bram’s long and welldocumented stance against exploitative materials in the arts, even though he demonstrated no
repulsion to the material in Macbeth or even Titus Andronicus. At the time of his writing, several
successful books, short stories, newspaper serials, and theatrical works covered the vampire
image. For every reference in a noted work such as Christabel or Jane Eyre, just as many
offerings were made to appeal to the masses and often had sensationalized characters and titles,
one of the most enduring examples being James Malcolm Rymer’s, Varney the Vampire; or, The
Feast of Blood. Another noteworthy vampire-esque story, attributed to either Rymer or fellow
author Thomas Prest depending on the source, was innocuously titled The String of Pearls; or,
The Barber of Fleet Street, which introduced Sweeny Todd, Mrs. Lovett, and their pies made of
human meat. Rymer (or possibly Prest) writes in Chapter 149 of the infamous barber, “Shading
the light with one hand, for there was a current of air blowing in the cellars and secret passages,
he looked like some fiend or vampire seeking for some victim among the dead.”

26

Summers The Vampire: His Kith and Kin 281.
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The negative popular associations made with the archetype of the vampire were too
numerous to leave to chance. Some theatres, the same line of work Stoker was employed in,
were already using the vampire imagery in association with what we might call “blood bath”
spectacles such as Paris’ infamous Le Théâtre du Grand-Guignol. While it would not make the
full transition into the bloody spectacle that it would later be known for until after 1898, Le
Théâtre had by that time already established its specialization of stories about criminals,
prostitutes, and the sensational aspects of the lower classes. The Théâtre shortly evolved into
implementing graphic special effects to depict images of vampiric horror, many productions
reportedly making people physically ill:
Whether as the victim or killer, the actors’ gaze during the performances pulled the
audience into this dark world of the human psyche, inviting them to discover the monster
hidden deep inside their hearts and minds. Thereby creating a new form of violent
entertainment in theatre, which takes us back to its beginnings rooted in the depictions of
violence from Roman times onward. (Jurković)
This switch to the bloody supernatural possibly came in imitation of what had already
proven popular in England. For example, Sweeny Todd had already been successfully adapted to
the English stage by George Dibden-Pitt in 1847 and was a standard offering for several theatre
companies, the same circle Stoker earned his daily bread from. As playwright and theatre
historian Christopher Bond writes:
The theaters George’s play was performed in were known as “Blood Tubs” on account of
the fact that their repertoire was almost exclusively devoted to shows of the most lurid and
sensational kind. Large helpings of sex and violence, with a perfunctory spoonful of Christian
humbug at the end. The atmosphere these shows were performed in was rough and boisterous…
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we can speculate on the standard of the performances when measured against today’s menu at
the bourgeois culture trough. (Bond 2-3)
The name Wampire might have culturally lumped Stoker’s novel in with these more
sensational staged offerings, especially given his theatre background, and getting things off on
the wrong foot for a potential readership. Meanwhile, the name of Dracula was neutral ground
and may have been seen to mitigate some of the more sensational elements of the book and keep
it separated from the “Blood Tubs.” Besides wanting to ensure strong book sales, a potential
similar theatrical adaption was forward in Stoker’s mind from the moment he neared completion
of his work. Since he was the manager for a well-respected theatre company, The Lyceum,
Stoker recognized the ways he would need to go about protecting his current employment while
simultaneously preemptively safeguarding his intellectual property as a course of business. 27
One last point must be included. Stoker demonstrates his understanding of the title the
real Dracula ruled under and yet still chose that nom de guerre. In Chapter 18 Van Helsing states
of the Count, “He must, indeed, have been that Voivode Dracula who won his name against the
Turk.” Here Stoker includes the local term for the ruler of Wallachia, Voivode. This term is one
of the few points in common with Turkish sensibilities concerning the appropriate way of
addressing the would-be colonizer. We see how Seyfi was building off of the seed Stoker planted
concerning the historical nomenclature of the character. We will come to understand how this
seed would eventually sprout its own vines and reach towards new aspects of onomastic

Worth noting is that Anne Rice referenced the Grand-Guignol style of performance in her 1976 novel, Interview
with the Vampire when Louis and Claudia are invited to meet the Parisian vampires at their work/home, Le Théâtre
de Vampires. In the narrative, the Théâtre was a place for “vampires… pretend to be humans pretending to be
vampires.” (Jordan) At the end of the standard vignettes, the vampires would bring a real victim on stage to feed on
as a crescendo to the performance thus blurring the line between real violence and simulated acts. This section of the
book was later recreated in the 1994 film adaptation of Rice’s book directed by Neil Jordan using approximately the
same theatrical techniques the actors of Le Théâtre du Grand-Guignol would have used. This itself was replicated
for comedic effect in the second season of the television show, What We Do in the Shadows.
27
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research; specifically understanding Seyfi’s vampire creation in the context of a cultural and
linguistic revolution that was occurring in his country at that time.

Turkish Language Revolution
Central to this exploration of onomastic interests of Stoker’s novel are the roots of the
Turkish identity. The molding of a new national identity out of the ashes of a once dominating
empire laid the foundation for Seyfi’s exploration of the issues surrounding langue, most
importantly the use and adoption of familiar names. Seyfi found inspiration when he read of
Count Dracula’s colonial intentions with respect to England, and he then simultaneously added
critical context to the history between Eastern Europe and the Ottoman Empire (the time and
place where the real Vlad Tepes Dracula came into the lives of the then Sultan, Mehmed II)
while also touching on names of cultural identifiers.
The actions of Sultan Abdulhamid II, who ruled from 1876 until 1909 (during the
downfall of the old Empire), were the inciting incidents for the younger generation of Ottomans’
desire for cultural reinvention. Abdulhamid II’s reign was marked early on with the dismissal of
Parliament in 1877 and the suspension of the constitution in February of 1878. He ruled his
country through the use of his draconian secret police force while remaining secluded at the
Yıldız Palace in what is today Istanbul. After Abdulhamid was forced to abdicate his throne, his
younger brother, Mehmed V, came to believe he was ill-equipped to rule and so set himself up as
a constitutional monarch. He turned political rule over to the Young Turks and their Committee
of Union and Progress. After a disastrous series of political alliances and entering WWI on the
side of Germany and Austria-Hungary, Turkey found itself with a depleted empire and an Allied
force occupying their country. In 1918 Mehmed V died and his brother, Mehmed VI, became the
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last Sultan of the Ottoman Empire before the empire was dissolved by Allied forces in 1922 and
the position of Sultan abolished.
In the early 20th century the disillusioned ex-Ottoman youth, the soon-to-be-renamed
Young Turks, fought essentially a civil war known as The Turkish War for Independence
following the county’s occupation by Western forces after the cessation of World War I in 1918.
In the intervening years, a new national identity began to form, and in 1923, Turkey claimed
these changes as a victory. Out of the post-war remnants of the Ottoman Empire the new Turkish
identity was constructed on a three-pillared foundation: “‘Turkish,’ the language of a nation
called the ‘Turks,’ is spoken in a country named ‘Turkey,’ and qualifies as intellectual property
of a discipline known as ‘Turcolog’.” (Szurek IV) The driving force of this evolution was
Mustafa Kemal, later Ataturk. A strong-willed and well-educated Turkish Field-Marshal,
Mustafa Kemal understood the power of tactics, language, and especially names. He proved a
formidable military leader during the Gallipoli Campaign when he and his forces repelled British
and French troops from 1915-16 and won himself a loyal following amongst his men and most of
Turkey. Afterward, from 1919 to 1922, Turkey found itself entrenched in a war with Greece
when that country attempted to take Ottoman lands that had been promised them by England and
the Allied forces. In 1922 both sides agreed to a truce that recognized Turkish sovereignty over
its lands and peoples. The effects of constant warfare left Turkey in a weakened state with little
sense of a national identity.
As previously mentioned, the Arabo-Persian form of writing had been in common
practice in the Ottoman Empire for centuries and had been adequate for peacetime operations.
This state of affairs, however, was not embraced by many intellectuals who felt that the language
was inhibiting the growth of a “pure Turkish” identity and was even a factor in some of the
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defeats suffered during and after WWI. (Szurek VIII) Kemal was educated at one of the best
schools in Turkey, all of which emphasized the connection between the nation and its military in
that one was a direct reflection of the other. As he advanced in his studies, Kemal entered what is
known as the War College, an institute designed to craft the next generation of military leaders.
The Turkish military had been on great terms with Germany and lauded their military thinking
over that of French tacticians who had been the standard model up to that time. This respect went
so far as to include German military commanders coming and teaching at the War College before
and during Kemal’s time there. 28 He and his fellow students learned to speak German and would
study at their schools for several years, which greatly influenced their world views.
Amongst the texts that the German officers required for reading were those of General
Suleyman Pasa, including a critical text titled Turkish Grammar. The book “argued for the
language of the empire being Turkish, not Ottoman.” (Gawrych 13) Kemal believed this was
essential for Turkey’s future for several reasons, two previously mentioned points being based on
a unifying national identity and simple utilitarian purpose. In the first regard, Kemal believed
that a unified language brought with it unified morale that was the core of military success and
cited the Russo-Japanese War. “The real lesson of the Russo-Japanese War was widely seen as
being that the truly important element in modern warfare was not technology but morale, and the
morale not of the enemy alone, but of the nation from which it was drawn.” (Howard 519)
Aside from the notion that a new language would help solidify a platform for a new
national identity, the other leading factor for the change was that the Arabo-Persian form of
writing had proven to be a hindrance during efforts in WWI on account of the complex rules the
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written language followed. Geoffrey Lewis wrote in his book, The Turkish Language Reform: A
Catastrophic Success, about this issue.
Its intrinsic beauty aside; there is nothing to be said in favor of the Arabo-Persian
alphabet as a medium for writing Turkish. […] Only the context and a sufficient
grasp of the vocabularies of Turkish, Persian, and Arabic can make clear which of
the possible readings (of a text) is intended. (Lewis, G. 27)
The Arabo-Persian writing held a very similar structure to Arabic and even Hebrew, in
that none of the languages uses vowels. It is up to the reader of the text to supply those missing
elements based on context and their antecedent knowledge. While acceptable for situations that
allowed a more leisurely pace and some room for error, Kemal held that in heated military
engagements this was untenable and led to critical misunderstandings.
Regardless of its difficulties representing an ideal Turkish identity, the Arabo-Persian
alphabet remained the official language of the Turkish government for some time after the war.
Mustafa Ataturk was opposed to keeping this alphabet for official writing due to its weakness in
military use; however, he received remarkable pushback from leading religious authorities on
this subject. The major argument for retaining the Arabic alphabet was centered on religious
grounds. A change in the written language was perceived as a serious threat to the Muslim faith
since it would require a translation of The Koran into any new potential alphabet. According to
doctrine, the Koran cannot be considered the true Koran if it is not written in Arabic. The
position that only Arabo-Persian was appropriate for all documents, not only religious texts, was
considered sacrosanct. The political remnants of the Ottoman Empire held no distinction of
secular works in government spaces as, to many of the elder statesmen at the time, governmental
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and religious concerns were the same. There was no clearly defined separation of church and
state.
It wasn’t until November 1, 1928, after an exhaustive campaign and having personally
performed on-the-road demonstrations of the new form of writing that Mustafa Ataturk was able
to begin the change to the Latin alphabet. The Law on the Adoption and Implementation, which
solidified the move towards the new Turkish Alphabet, became effective on January 1, 1929, and
in July of 1932, the Society for the Study of Turkish Language was created. (Szurek, 5) That
same year the Turkish Language Reform began to excise words from the language that were not
considered sufficiently Turkish in history. These foreign “loan words” were to be replaced by
others deemed more in line with the notion of purifying the language are, essentially, rebooting it
to an earlier state of purity free from foreign linguistic contaminations. As a curious note, it
appears Ataturk’s purge was seen as insufficient: in May of 2019, Turkey’s president Recep
Tayyip Erdogan, called for the further removal of foreign words in the wake of an attempted
coup to his regime. As the onomastic lens reveals, now as then, language is often seen as a
foreign infection and must be excised as a form of social and cultural control.
In 1965, Oğuz Atay, the Turkish novelist, and advisor to the Turkish Language Reform
wrote, “What he (Atatürk) wanted us to do was to leave as many words in the language as
possible, so long as we could demonstrate that they were Turkish.” (Lewis, G. 4) On December
24th, 1934, the Regulations on Family Names were adopted by the Turkish government, which
established new rules regarding names and naming practices.
Article 1. Each Turk shall bear a family name in addition to his personal name. Those
who do not possess a family name are required to choose one and have it written down in the
records of the civil registry, as well as on their birth certificates, before July 2, 1935.
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Article 5. New family names will be chosen in the Turkish Language…
Article 7. It is forbidden to bear a name appearing to contain suffixes or words implying
the idea of another nationality or borrowed from a language other than Turkish
Article 8. It is forbidden to use and, once again, bear family names which indicate in a
general manner other nationalities… or which express the idea of another nationality… or
which are borrowed from other languages. (Szurek 7-8)
These new laws were not meant for only the general population as high-ranking officials,
and government works were required to do likewise. This revolution created an onomastic
opportunity to cement the link between the leader of the Turkish War for Independence and the
image of the modern Turk.
On November 24, 1934, five months after the adoption of the Soyadi Kanunu, (language
reform) the Turkish National Assembly unanimously passed a law under the terms of which the
family name Ata Turk (subsequently, Ataturk, in a single word) was solemnly conferred upon the
president of the Republic of Turkey. Mustafa Kemal became “The Father Turk.” At the
beginning of December, the parliamentary member for Kocaeli, Ibrahim Sureyya, proposed the
prohibition of the use of this patronym par excellence by any other person. The creation of a
separate and exclusive onomastic status for the head of state shows us that the act of naming was
also a celebration and that the name Ataturk was also an honorific title. (Szurek 16)
We understand that having been pivotal in the country’s war efforts and cultural
evolution, Ataturk was linguistically transitioned into the leader of the new country to define its
people and their identity. The linguistic movement is directly in line with how the historical Vlad
Dracul accepted the name given to him by his people after his investment into the Society of the
Dragon and how his son became the Dracula of infamy. The onomastic lens will now shift and
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return us to Stoker’s vampire count and examine how the historical character established by way
of an English novelist’s work reappeared in Turkish society.

Turkish Remediation: From Book to Book
Shortly after the 1934 Regulations on Family Names, Ali Riza Seyfi, changed his name
in accordance with the new laws. Seyfi altered his name from the original Seyfioğlu, which was
deemed to contain non-Turkish elements, to the more nationalistic version he maintained for the
remainder of his life. This onomastic alteration places Seyfi alongside Ataturk, Dracul, and
Dracula as individuals using their names as nationalist identifiers and altering them to suit those
ends. As stated on the back cover to the English translation of Seyfi’s book published by Neon
Harber,
For the first time in English comes a remarkable literary discovery. In 1928, Turkish
author Ali Rıza Seyfioğlu pirated Bram Stoker’s Dracula, completely rewriting it with new
material, patriotic overtones, and Islam. A rare example of a “bootleg” novel, it’s also the first
adaptation to plainly identify Dracula as the historical warlord Vlad the Impaler.
What is fascinating to examine is how Western authors and publishers labeled Seyfi’s
work as a “bootleg” of Stoker’s novel and called a “pirated work” and as “unauthorized,” giving
the impression that it is a simple case of plagiarizing. The cover of the English translation of
Seyfi’s, Kazikli Voyvoda, is a misstatement of information and shows the fingerprints of a
possible Western-based mindset. The book is titled Dracula in Istanbul, labeled as “The
Unauthorized Version of the Gothic Classic,” and is attributed first to Bram Stoker and secondly
to Ali Riza Seyfioğlu, whose name is placed beneath Stoker’s.
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Seyfi never wrote a book called Dracula in Istanbul. In both editions of the book, the first
using Arabo-Persian and the second a translation of his own work using the Latin alphabet after
the Language Reform, the title was Kazikli Voyvoda. Dracula Istanbul’da was the name of a
Turkish film adaptation that worked to visually replicate the 1931 United States film starring
Bela Lugosi. This can be seen as lessening the cultural memesis that uniquely situated the Seyfi
novel for the Turkish audience.
Only in the first edition did Seyfi use his pre-Language Laws name of Seyfioğlu, and that
edition was very limited in number and now remains hard to come by. The translators appear to
have used either his original second edition book or the 1997 re-issue retitled as Drakula
Istanbul’da. 29 This version was far more closely tied to the film in that it used stills from the
movie as well as additional pictures of other personifications of Dracula, namely in the images of
Bela Lugosi and Christopher Lee. In short, while one can argue Seyfi had used his pre-reform
name originally, he changed it for cultural ideological reasons. The translation thus does not
honor the evolution Seyfi, as represented by his name, went through. A Western publisher
ignoring, or completely ignorant of, the cultural significance of the name reminds one of
colonizers imposing language ideologies supplanting native identities. The application of the
word “unauthorized” again suggests the stigma of plagiarism and is reductive concerning the
time, setting, history, and reforms integral to the novel’s creation that Seyfi was channeling into
his Turkish creation. The factors Seyfi was working with were of sufficient difference that one
could make the case it was transformative in nature and was, at its core, a unique entity.
In contrast to this labeling, journalist and novelist Kim Newman talks about the Icelandic
version of Stoker’s novel, Powers of Darkness, in his forward to Dracula in Istanbul as a “free
In my research, I have not been able to discern which edition was used as both editions are essentially identical
with only differences in some formatting taking place between them.
29
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(Icelandic) adaptation.” 30 (Stoker, Seyfioglu i) “Adaptation” rhetorically suggests a legitimacy to
Powers of Darkness not afforded to Seyfi’s work. Stoker had indeed created a business
arrangement with Powers of Darkness’s author Valdimar Asmundsson, but caution should be
taken when considering how accurate that label is as there is no record Stoker read
Asmundsson’s work as it was being published in serial form and was likely unaware of just how
“free” an adaptation it was. In brief, only the opening bears a resemblance to Stoker’s novel,
after which the Icelandic version takes its own wholly unique course. If something that has very
little in common with its source can be awarded the title of adaptation without modifiers such as
pirated or boot-leg, why was this not true for Seyfi who, one can argue, was more faithful while
still making it a unique Turkish story?
I suggest Seyfi’s work better fits into the previously mentioned category of scholarship,
Transcultural Adaptation, in that this more accurately reflects what he achieved with his novel
than is suggested by terms such as pirated or bootleg. It recognizes the trajectory of a work
within its genre, across usages, and does not weigh down the discussion with the stigma of
plagiarism that reduces a work of art to a single matter of law, negating the merit of the work
itself and dismissing the limitless factors that brought it into being at a moment of cultural
significance.
If one is inclined to remain beholden to legal terms and ideas as the basis for discussion,
this represents a similar situation in what is seen as “fair use” in online videos when sampling
other media in their work. Wishing not to disturb the spirit of Florence Balcombe Stoker and
reignite the fires that brought her to a legal war against Prana Films and their 1922 film
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representation of her husband’s work, Nosferatu, Eine Symphonie des Grauens, 31 let us return to
Turkey.
After years of service to the newly formed government, Seyfi worked his way into
becoming a member of Ataturk’s inner circle of decision-makers. He was aware of the desire by
Ataturk and his cabinet to find items that would aid in the effort to rhetorically define what it
meant to be a modern Turk and to consider how that identity would be placed in a burgeoning
global context. Seyfi took up the task of finding writings that could be of cultural significance to
the country and began bringing them into line with the evolving aspects of what was becoming
the Turkish perspective. One of those efforts was to take Bram Stoker’s vampire novel and create
a modern remediation of the text. The current scholarship has been unable to discover how Seyfi
came to be aware of the book and whether he decided to remediate the text, or if it may have
been Ataturk himself who made the selection.
In 1928, Seyfi created what is considered to be in Turkey an indigenous novel in
accordance with the historical name the Ottoman Empire interacted with Vlad Tepes under. I
will further explore this point shortly. As seen in Tursun Beg’s The History of Mehmed the
Conquer, the name Dracula was not how the Turkish people related to their historical Wallachian
enemy. According to Şehnaz Tahir Gürçağlar in her introduction to the English translation of
Seyfi’s work, now being called Dracula in Istanbul, the book “enabled the author to use his
translation as a platform through which he relayed his vision of Ottoman-Turkish history and
addressed a strong national sentiment.” (vii-ix)
According to Tugce Bicakei, there has been no Turkish research done on this topic of
remediation, and so many details remain unclear surrounding the zeitgeist this translation grew
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from. “The adaptations of Bram Stoker’s Dracula in Turkish literature and film are relatively
unknown by Western academia and have been poorly discussed by Turkish critics and scholars
on the grounds of being superficial copies of the original.” (Bicakei 1) Exactly how Seyfi came
to read Dracula is unknown. What can be gleaned, however, is that Seyfi recognized the
rhetorical power inherent in the titular character’s signified past, if not the signifier itself, and
that the translating process would allow him to use that power to bolster cultural pride. He was
going to bring the rhetorical history of Vlad Tepes back into line with the name Dracula.
Unlike England and the United States, the intended audiences of Stoker’s novel, Seyfi’s
readership was a people who had previous cultural interactions with the real Kazıklı Voyvoda.
Since one of the motivating factors for Seyfi’s work was to find and establish connections from a
glorified Ottoman past to the modern Turkish identity, the power of the symbol of Dracula as a
historical figure would have been sizable. Seyfi made the most of his new linguistic construct
when creating the hybrid signifier that he did. The Ottoman-centered name with its historical
associations with the Wallachian prince easily combined with the legendary monster crafted by
Stoker, an inhuman vampire. In place of Tursun Beg’s 15th-century colonial invader who was a
metaphorical blood-drinker, Vlad Tepes reportedly having dined while watching his enemies
being impaled and merely dipping his bread in their blood, Seyfi’s novel now created a literal
full-bore blood drinker to threaten the new blood of the emerging Turkish nation.
Aiding in the union of signified aspects of the vampire and Kazıklı Voyvoda, the titular
characters were invaders focused on subjugating the Turkish people and their Muslim religion,
replacing it with a religious ideology identical to their own. The nature of Stoker’s specific
vampire genre has the monster turn people into copies of itself through its violating bite. 32 Seyfi
32

See Matthew Gibson’s Dracula and the Eastern Question, Cristina Artenie, and Dragos Moraru’s Dracula: the
postcolonial edition, and Jimmie E. Cain’s Bram Stoker and Russophobia.
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harnessed that imagery and utilized it to represent his society’s growing fears of Turkey
becoming a vassal power to a larger “western” power using guns rather than their teeth. These
fears were not unfounded, as was demonstrated in The Greco-Turkish War of 1919–1922 when
Greece invaded Turkey to claim lands they felt had been promised to them by England and the
United States following WWI. These concerns for self-preservation, both inside and out of the
novel, were clear threats to the newly born Turkish identity and would have compelled the Turks
into taking action, just as the hunters in Seyfi’s transcultural adaptation of Stoker’s novel were
compelled to take up arms against their own un-dead colonizer.
Moving aside the idea of a physical return of Kazıklı Voyvoda, or even the existence of a
real vampire, the fears of western colonization and corruption of the Turkish culture had already
been playing itself out in a very real, very current way through the European occupation of
Turkey after the First World War. Beyond repelling physical aggressors, Ataturk had made his
policy of maintaining a self-sustaining autonomous Turkey abundantly clear and was concerned
about foreign economic influences overriding national interests. Karl Marx had written in his
1867 work, Capital: A Critique of Political Economy Volume I, “Capital is dead labour which,
vampire-like, lives only by sucking living labour, and lives the more, the more labour it sucks.”
(Marx 342) One can equate an imposed system of business practices, especially unfair trade
arrangements with the Allied forces post WWI which caused Germany’s own economic
devastation to fester, to capital draining the very lifeblood of the working forces. The vampire in
Kazıklı Voyvoda was resurrected by Seyfi to stalk the people of Turkey once again to unite his
people against the common threat of colonialism. Adversaries such as Greece, England, and
France had treated Turkey as land to be parceled out to allies as spoils of war. As we have
already seen, when a conquering nation occupies a foreign land, their language indelibly leeches
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into the culture and begins to displace the cultural identity. I acknowledge that the Ottoman
Empire had performed these same actions that Kemal and Seyfi attempted to avert in the
solidification of a new Turkish identity. The cyclical nature of global events can be painfully
ironic.

The Inherent Turkishness of Kazıklı Voyvoda and its Differences with Dracula
Strange as it may seem to talk about two of the novels under consideration at the end of a
chapter, I felt it critical to rather focus on the power of the onomastic lens in recognizing the
trajectory of a single word and its uses across cultures and centuries to better contextualize what
is arguably a piece of pop-culture literature, despite its Victorian publication, within a larger
educational foundation. While this trail ultimately leads to a specific example for review, Kazıklı
Voyvoda, the purpose of this journey was primarily to apply a global linguistic lens to a character
more commonly known for its multiple remediations than its actual text as a means to explore
the intersectionality of disciplines, revealing layers of meaning inherent in just a name.
Though this topic is grounded in the humanities by way of globalgothic literature, an
important through-line has been to place these studies in conversation with other fields such as
history, sociology, and even branches of our own departments, in this case linguistics. This
section draws out specific examples of this research regarding just one remediation of the name
Dracula concerning Stoker’s usage and potential understanding of the word.
To start, I will address how Seyfi’s text demonstrates its Turkishness to where it is
considered an indigenous novel in that country. While these first points are not specifically
language-related, they are part of the context of what “qualifies [it] as intellectual property of a
discipline known as ‘Turcology’.” The first change is that crucifixes are not used to ward off the
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vampire; rather, garlic and part of the Quran are held to be far more effective. However, Seyfi
suggests it is the nature of belief itself which wards off evil. Fascinating to note, and little
mentioned in vampire scholarship, Seyfi makes a direct comment on the nature of the crucifix as
opposed to a plain cross, something that had long been treated as interchangeable in vampire
narratology. Throughout Protestant Stoker’s novel, it is always specified that a crucifix is used to
ward off evil, with the word “cross” never appearing in the book concerning the religious
symbol. Azmi Bey, Seyfi’s Johnathan Harker, is offered a crucifix by a peasant woman before
going to Castle Dracula. “Then, as if suddenly remembering something, she handed me a small
crucifix… Aside from being difficult and embarrassing for a young Muslim, it was also a
distasteful position for a rational man. Even a Protestant Christian, were he in my place, would
hotly refuse.”(Seyfi 10) Seyfi clarifies that Azmi is not non-religious. “I had a uniquely-crafted
‘Enam Serif’…that my mother hung around my neck. I not only wore that Enam until she died,
but I carry that family heirloom with me to this day, thanks to that poor devout woman’s
pleading and her dying wish.” 33 (Seyfi 11) Talking to the peasant women, Azmi says, “Madame,
do not worry. See, I have the holy word, the book of the great God around my neck. This will
protect me.” (Seyfi 11) Seyfi addresses a point of debate regarding the position of the crucifix in
different branches of Christianity, specifically the position of graven images in differing belief
systems. In a way, he builds off of that pre-existing contention of holy symbols and introduces
his Turkish counterpoint, using a miniature piece of the Koran as a blessed deterrent. 34

From the book’s footnote, an “Enam Serif” is “[a] miniature extract from the Quran containing some of its most
popular and important chapters, or surahs.”
34
This is reminiscent of a similar point raised in a scene from the 1967 film, The Fearless Vampire Killers or:
Pardon Me, But Your Teeth Are in My Neck. A serving woman, Magda, holds up a cross to ward off her Jewish boss
turned vampire, Shagal. He looks at her, looks at the cross, and right before he bites her says, “Oy! Have you got the
wrong vampire!”
33
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Next in the Turkification of Dracula is that the character is explicitly connected to Vlad
Tepes through the inclusion of additional historical details. Dr. Resuhi, the Turkish Van Helsing,
talks about the time three Turkish envoys were sent to Vlad Tepes and ended up having spikes
driven into their heads for the offense of not removing their turbans in his presence. Seyfi’s retelling of that story adds a new dimension to the original tale about Tepes. Historically, when
Vlad had been an “honored” hostage of the Ottoman empire, he was trained in the customs and
beliefs of the nation to be a better vassal lord to the Emperor. 35 “He knew well that Turks would
never uncover their heads in his presence… Unsurprisingly, the three envoys did not heed his
order, and they refused.” (Seyfi 130) He had purposefully set them up to offend in such a way as
to justify their execution. “‘If,’ [Dracula] said, ‘these Turks love their turbans so much, then nail
them to their heads!’ This was no empty threat.” (Seyfi 130) This and other historical elements
inserted throughout the novel add a core of Turkish nationalism to Seyfi’s story which was not
present in Stoker’s novel.
There are no non-Turkish main characters. Except for the invading vampire, all of our
main characters are Turkish. No Dutch metaphysicians with their broken English and no
American cowboys with their “Won’t you just hitch up alongside of me and let us go down the
long road together, driving in double harness?;” 36 only Turks. The closest deviation occurs in the
character of the Turkish Quincy Morris, Ozdemir Oguz Bey. Ozdemir is from Anatolia, a major
crossroads between Europe and Asia. While he is firmly a Turk, his background establishes him
as a nationalistic combination of an American cowboy and Che Guevara. Speaking of his time
during the War for Turkish Independence, Seyfi has Sadan, our Lucy for this version, tell us:

He learned his signature impaling from the Ottomans. That form of torture was not being practiced in Eastern
Europe at that time, certainly not to the extent he employed the technique.
36
May 24th entry in Chapter 5, Dracula.
35
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“Turan Bey (Arthur Holmwood) speaks constantly of what Ozdemir Oguz Bey did at the Usak
front and in rear support… Raised in the ‘Efe’ culture…This young man from Aydin has also
had a good education. His wealthy father sent him to Germany during the Great War.” 37 (Seyfi
53)
There is something very suggestive about how this alteration reflects on Stoker’s novel.
While often cited as a book rooted in deep fears of the conquering of England by foreign powers,
Stoker does not fall into the mindset Seyfi was adopting. There is no Rule Britannia sentiment as
opposed to Seyfi’s Turkology. By comparison to the Turkish Dracula, Stoker’s work seems more
international in its approach and suggests a proto-United Nations. The English, Dutch,
Americans, Russia (at least their sailors), and even the natives of Transylvania who begged
Harker not to go to the castle all having a common enemy; a non-human apex predator.
Lastly, Renfield has been cut from the novel. This is likely due to not wanting to suggest
the possibility of mental instability occurring within the new Turkish nation. Or worse, showing
a Turk who is made into such a societal outcast that he chooses to throw in with a foreign power
who, at first, offers him what he wants, a feeling of control over his own life. Turkey is portrayed
as such a strong and unified nation that Dracula isn’t even able to escape once he is trapped in
the country. He is staked without ever even getting a chance to escape. Again, seeing how a
truly nationalistic version of events could have been established by Stoker, there is plenty of
room for acknowledging the flaws and mistakes made by the vampire hunters made in Dracula.
After looking into how Kazıklı Voyvoda has been positioned to be adopted as an
indigenous Turkish novel, it’s time to review the linguistic aspects as discussed or illustrated in
both Stoker and Seyfi’s novels and see what is common ground and what are unique aspects to a
From the English translation notes: “The Efe were the leaders of bands of outlaws and guerilla soldieries in the
southwestern Aegean region of the Ottoman Empire from the 16th to the early 20th centuries.”
37
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specific text. Stoker’s novel is not without textual comments on language and speech by itself.
As fitting for a man who made his living in a heavily vocal medium, he would have been
consciously aware of the impact of language and sound. In Chapter 2 of Stoker’s Dracula, The
Count directly addresses the idea of language and speech.
But alas! as yet I only know your tongue through books. To you, my friend, I look that I
know it to speak.”
“But, Count,” I said, “you know and speak English thoroughly!” He bowed gravely.
“I thank you, my friend, for your all too-flattering estimate, but yet I fear that I am but a
little way on the road I would travel. True, I know the grammar and the words, but yet I
know not how to speak them.”
“Indeed,” I said, “you speak excellently.”
“Not so,” he answered. “Well, I know that, did I move and speak in your London, none
there are who would not know me for a stranger. That is not enough for me. Here I am noble; I
am boyar; the common people know me, and I am master. But a stranger in a strange land, he is
no one; men know him not—and to know not is to care not for. I am content if I am like the rest,
so that no man stops if he see me, or pause in his speaking if he hear my words, ‘Ha, ha! a
stranger!’ I have been so long master that I would be master still—or at least that none other
should be master of me. You come to me not alone as agent of my friend Peter Hawkins, of
Exeter, to tell me all about my new estate in London. You shall, I trust, rest here with me awhile,
so that by our talking I may learn the English intonation; and I would that you tell me when I
make error, even of the smallest, in my speaking.
In Seyfi’s novel, this scene plays out almost the same with an interesting addition. After
first meeting the Count, Amzi comments: “Hearing such good Turkish in this place and under
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these circumstances completely bewildered me. His accent resembled that of some of the Greek
doctors in Istanbul.” (Seyfi 22) I am likely to be missing a larger subtext, but at first blush and
knowing the long complicated history between Greece and Turkey, my immediate impression is
to linguistically connect Dracula to another enemy nation who had a proclivity to claim lands
occupied by the Turks. This would also reflect a more modern conflict for readers to connect
with as opposed to the fifteenth-century issues with Wallachia.
It is worth commenting on how Stoker creates a linguistic plot hole of sorts, one which
Seyfi himself also falls into. In Chapter III, the May 16th entry, we are given Harker’s
recollection of his near assault by the three vampire women who use their supernatural powers to
essentially “roofie” him into a paralyzed state. He writes: “The fair girl shook her head
coquettishly, and the other two urged her on. One said: — ‘Go on! You are first, and we shall
follow; yours is the right to begin.’ The other added: — ‘He is young and strong; there are kisses
for us all.’.” Seyfi repeats this same scene only limiting how many of the vampires speak: “Go
ahead, it is your turn; go kiss him! See, he is young and strong. He has strength enough to be
kissed by all of us” (Seyfi 40). The plot hole occurs since it is established early on that both
Harker and Azmi are ignorant of the local language and use either German or their native tongue
when conversing with people or the Count. How is it both Azmi and Harker knew what the
vampire women were saying? In both versions of the story, Dracula abandons them when he
leaves for the more fertile feeding grounds so there would be no benefit in teaching
English/Turkish to them.
Moving away from incongruities and returning to names in relation to linguistic
identifiers, in his notes on his English translation of Seyfi’s book into, Dracula in Istanbul,
Necip Ateş writes:
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In Turkish, the suffixes “Bey” and “Hanim” are conventional modes of address for men
and women, respectively. They serve much the same purpose as “Mr.” and “Ms.,” but are used
after a person’s given name—for example “Azmi Bey” and “Guzin Hanim.” Surnames are not
normally used in conversation. Hereditary, fixed surnames were also not officially implemented
in Turkey until 1934, six years after the first publication of Kazikli Voyoda. (Seyfi xi)
We see how the eventual laws did not yet fully inform Seyfi’s book as several portions
had not been written. However, there is a class issue that further plays into a comment Dr.
Resuhi makes to Dr. Afif, our Turkish Dr. Seward, concerning his upbringing. “Afif, my son,
you are a true Istanbulite” (Seyfi 109). Throughout the novel, Seyfi never gives his characters
surnames in recognition that it wasn’t customary for upper-class individuals to have them. It was
seen as a sign of low status if you used such a name. By having his characters be identified as
part of that educated upper-class, Seyfi was confronted with a dilemma arising from the newly
forming Turkish identity.
While we know our characters are upper-class individuals from the consistent usage of
the terms Bey and Hanim, what would be up for question is how someone like Resuhi would
know about what was seen as peasant superstitions and customs. The implication seems to be
that any educated Turk, especially a physician, wouldn’t have known what was seen as childish
stories for the ignorant. To account for this, Seyfi has Resuhi bring up the issue in his stating of
Afif as being an Istanbulite. He then adds that he, himself, is not a complete Istanbulite;
however, he is the son of a mother who “is a genuine Istanbulite” (Seyfi 109) and a Muslim
schoolmaster who was born in a small village outside the city. What Resuhi is saying in this
passage that people from the city tend to not know, and not believe, superstitions while people
from the rural areas are more knowing of these matters. He is bridging his cosmopolitan heritage

90

from his mother’s side to his father’s “peasant knowledge;” thus, creating a reason for why he is
a learned scholar but one who also knows the ways of the vampire. He is the new Turk
personified; a blending of societies into a cohesive identity. “As their son, I am a true Turk!”
This is perfectly in line with Ataturk’s eventual 1934 laws requiring the adoption of a family
name for everyone. It was, in its own linguistic way, a merging of the classes and a
demonstration that there was much to value in the heritage of the people from the We know this
is not an issue Stoker had to contend with as his English-speaking audiences used formalized last
names, regardless of status. One wonders just how he would have updated the names if he had
revised the book after the surname law was put into effect.
Dracula, as a character, is given an amalgamation of both Turkish and Western
names within the context of the book itself. Azmi meets Dracula as a foreigner on his native soil
and Seyfi has him use the non-Turkish name for the Count even if it is still acknowledged as
foreign to the audience through the use of a visual cue. All given names with foreign roots are, in
Seyfi’s original text, offset by being placed in parentheses to illustrate their non-Turkish origin
while acknowledging they are the given names for people or places outside the country.
“(Transilvanya),” “(Karpat),” and “(Bistric)” and just a few examples. The critical one to note is
the parenthetical separation of the name (Drakola). While the Count is called both names, with
preference given to Voivode later in the novel, it is visually indicated that “(Drakola)” is not
Turkish while the title of Kazikli Voyvoda clearly is as it remains free of the confines of the
parenthetical jail.
The continued inclusion of the non-Turkish identifier for the Count rather than a
wholesale replacement after the action moves to Istanbul is rather odd under the circumstances.
However, a potential reason for using the word “Drakola” may have been alluded to early in the
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text. After finally controlling himself after a sudden outburst while retelling the glories of his
supposed ancestor, Vlad Tepes, Azmi comments that “This seemed only natural; could he
behave otherwise with a Turk? He would not have felt it appropriate to vaunt or glorify his
namesake, who perpetrated terrible, bloody cruelties and tortures on the Turks; who broke his
oath, his word of honor many times and earned such sinister nicknames as Devil Voivode… .” 38
(Seyfi 34) Going back to the origins of the word Dracula, we know it picked up the connotation
of meaning the devil around the time of the real Vlad III. In this context, it would make sense for
Seyfi to continue to incorporate the foreign identifier of the character after he was revealed to be
the historical warlord as it further identifies him as a literal “foreign devil.”

Chapter Reflections
By examining the onomastic travels of the signifier for the historical Vlad Tepes from
book to book, book to film, and back to book, we can see how Turkey, representing the global
pattern of behavior, through the efforts of Seyfi, was attempting to help situate its newly minted
identity on the world stage. Starting with Rome’s conquering of northern lands through to a
modern Netflix series, I have created a pathway to examine the creation and transcultural
adaptation of the name and character of Dracula on the global stage.
Tracking the East-West cultural trajectory of this globally recognized character through
an onomastic lens gives students the opportunity to see a larger pan-national connectivity and
offers a myriad of examples demonstrating how no modern culture has been crafted in isolation.
To restate Şehnaz Tahir Gürçağlar’s insight: “in the 21st century, [the gothic] is stronger than
ever, and Count Dracula is a figure recognized by all—even those who have not read the novel

38

In the Greek alphabet edition of Kazikli Voyvoda, this was written on page 36 as Seytan Voyvoda.
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or seen the screen versions.” First tracing the name along the pathways of history, connecting it
to Europe’s Vlad Tepes, and following it through the Eastern culture of the Turks, I wanted to
examine the rhetorical onomastic power contained there. This specific linguistic and literary lens
illuminates nuanced aspects associated with this vampire count and his historical roots. We see
how names have evolved to entrench the signified holder firmly in their country’s patriotic
panorama.
It is my position that this Globalgothic approach to teaching helps students firmly
establish a baseline of information as they make excursions into other, more challenging, cultural
remediations of that same familiar information; essentially creating a series of basecamps on
their hike up the mountain. They start with their cultural understanding, rooted in childhood
connections to cereal and Sesame Street. They next find a related but more challenging part of
their journey, reading Dracula and setting up a new basecamp of knowledge crafted from
discussing commonly taught historical context from the K-12 levels concerning Stoker’s novel.
From there it’s moving into higher caps of European history, linguistic context, Turkish history,
Turkish linguistic context, and arriving at the summit of Kazıklı Voyvoda; their connecting guide
rope for the journey being the narrative world of Dracula.
Echoing Bottining from Chapter 1; “[Monsters] are markers of otherness, articulations of
the threatening changes of economic and imperial power, signifiers of techno-scientific
innovations, as well as representations of personal and communal losses and traumas.” The
history, evolution, and contention concerning Dracula and his name, whatever that may be in a
given context, allows for the examination of these issues that is accessible to nearly all students,
regardless of their background or culture. After all, Dracula is their culture’s monster too.
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CHAPTER III: SEMIOTICS OF DRACULA’S APPEARANCE

Semiotics and Dracula
This chapter examines the semiotic meanings of appearance indelibly associated with
vampires in general and Dracula in particular. While modern takes on the archetype have the
vampire dressed in everything from skin-tight black leather to laid-back, high school attire, the
visual representation that has the largest global presence, the most symbolic and often repeated,
is that of formal evening dress: white shirt and vest, a trim black coat, black patent-leather shoes,
a knee-length, exaggeratedly high-collared opera cape, and a military medallion. This is the
costume most often sold en masse every Halloween and is instantly identifiable, even if not
accompanied by a dollop of fake blood and cheap plastic fangs that make the wearer drool. 39
Interestingly, this representation originated not from Stoker’s work, but from the London stage
adaptation of the novel, which was then later reused in the 1931 Universal film adaptation.
So, the question is raised: why do people from Japan to Egypt understand this specific
appearance? 40 I will be looking at the history of the ensemble, how it came to be chosen for and
associated with the vampire, and how this form of non-verbal communication can create a
dissonance between the often favorable impressions of an audience for a vampire and the
reprehensible actions the figure commits within a given narrative.
At the core of this is the semiotics of the vampire’s appearance. The University of
Vermont offers a foundational description of what that entails. “Semiotics, or semiology, is the
study of signs, symbols, and signification. It is the study of how meaning is created, not what it
39
40

Halloween is a nine billion dollar a year industry.
See Chapter 1 regarding The Legend of the Seven Golden Vampires and the Egyptian musical film, Fangs.
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is.” They elaborate that the Connotation of a semiotic symbol involves “the secondary, cultural
meanings of signs; or ‘signifying signs,’ signs that are used as signifiers for a secondary
meaning, e.g., the word ‘rose’ signifies passion.” 41 For this chapter, I will be looking at the nonverbal communicative power of the “Dracula Look” and its evolving connotations. The outfit has
been worn countless times and has unique applications based on the context in which it is
encountered, as I will detail more in-depth when looking at the origins of formal wear in stage
magic. The liminality between these points and the vampire itself suggests one of the possible
reasons for Dracula’s global appeal and his countless transmediations and incarnations. In his
book, V is for Vampire, David J. Skal links this appeal concerning the versatility and adaptability
of the monster across cultures and media by suggesting, “the vampire draws its power from not
meaning precisely anything but suggesting everything.” (104) The flexibility is its strength.
While often more closely associated with linguistics, semiotics has a broad range of
applications as a critical lens. In the International Journal of the Sociology of Language,
Anastassia Zabrodskaja and Tommaso M. Milani write: “Research on public signage has taken a
more qualitative turn. Relying on smaller data sets, studies have highlighted the importance of
transcending the purely linguistic element of public texts so as to also grasp their multimodal and
multi-semiotic nature. This has resulted in a focus on the dynamic interplay of language, visual
elements, and other semiotic means… .” (2) Similarly, in Exploring Semiotic Remediation as
Discourse Practice, Paul Prior and Julie Hengst explore the multimodal semiotics evident in
“language, discourse, literacy, new media, and sociocultural activity.” (1)
Taking up semiotic remediation as practice draws attention to the diverse ways that
humans’ and nonhumans’ semiotic performances (historical or imagined) are re-represented and
“Signs where the relation between signifier and signified is purely conventional and culturally specific, e.g., most
words.”

41
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reused across modes, media, and chains of activity. [They] are designed to combine rich
theoretical frameworks and methodological tools with close analyses of situated activity, to
highlight how semiotic remediation operates in human lifeworlds. (Prior & Hengst 1-2)
For the purposes of this exploration, I will be combining the concepts of semiotics and
what is called in Communication Studies “non-verbal expressions.” As defined by Ronald Adler
and Russell Proctor, these are “messages expressed by non-linguistic means… this includes body
language, gestures, facial expressions, and eye contact.” (Adler & Proctor 212-213) Expanding
beyond these specific parameters, clothing is also noted as a critical performance aspect of nonverbal expression and reception.
Research shows that we do make assumptions about people based on their clothing. For
example, experimenters dressed in uniforms resembling police officers were more successful
than those dressed in civilian clothing in requesting pedestrians to pick up litter and in
persuading them to lend money to an overparked motorist… We are also more likely to follow
the lead of those in more formal attire when it comes to violating social rules. 83 percent of the
pedestrians in one study copied the action of a jaywalker dressed in higher-status clothing who
violated a “wait” crossing signal, whereas only 48 percent followed a confederate dressed in
lower-status clothing. (Adler & Proctor 236)
What follows is the history of the symbolic non-verbal expression of character that is
embedded in the now traditional Dracula attire and how this visual representation of the
character, later applied to vampires in general, lost vital contextual cues for the general public.
Before I proceed, I need to address a concern that will come up later in this chapter. The
central purpose of this chapter is to illustrate how nonverbal signifiers in the globalgothic shift
over time and across context, and that by digging into both the histories and cultural facets of
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these shifts reveals nuances that are often lost in the transmediation of texts but remain powerful
and subtly influential nonetheless. One illustration of this would be Dracula’s extremely highcollared cape, without which the character seems incomplete. Even though the initial influence
was as a purely practical means to hide the requirements of a bit of theatrical staging, the cape
remains even when the physical stage is gone. While the contemporary semiotic look of Dracula
has definite traceable moments in history that justify its current expression, there is some
scholarly debate that Dracula has been coded as an anti-Semitic trope which is more problematic
to address. It is not only his wardrobe and trinkets that some scholars and artists have taken to
signify the character’s Jewishness, but they also cite his aversion to the crucifix, holy water, and
his blasphemous feeding which forms the reversal of the holy communion rites.
These points have been read by some as Jewish because of their perceived direct
opposition to Christian iconography; specifically, Catholic rituals. When looking at the larger
collection of religious doctrines, it becomes clear how narrow these “Jewish” interpretations tend
to be, even concerning branches of Christianity. Regarding the blood-drinking, as an example, it
must be remembered that the Gothic novel was born from the villainization of Catholics in
Protestant England. One of the many points of contention regarding dogma between the two
faiths was the issue of Transubstantiation versus Consubstantiation. 42 During the Convocation of
1563, the Church of England agreed to the Thirty-Nine Articles of Religion, of which Point 28
splits from the Catholic tradition of Transubstantiation. “Transubstantiation (or the change of the
substance of Bread and Wine) in the Supper of the Lord, cannot be proved by holy Writ; but is
repugnant to the plain words of Scripture, overthroweth the nature of a Sacrament, and hath

In traditional Catholic teachings, the eucharist and wine at communion literally transubstantiate into the body and
blood of Jesus. In the interpretations made in the Lutheran doctrine, they believe the bread and wine co-exist
(consubstantiate) at the same time and that they are symbolic of Jesus’ body and are not an actual physical
transformation.
42
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given occasion to many superstitions.” In this historical instance, Catholics were seen to be the
blood-drinkers. This is just one possible context complicating the “Dracula as Jewish” notions as
there are many different religious aspects to be considered; all of which are equally valid if not
commonly considered. 43
Valid as a Jewish Dracula may be for a current interpretation it can be problematic,
especially when there are other equally valid interpretations of the semiotics that take in a robust
cross-cultural viewpoint. Again, texts are open to valid interpretation separate from authorial
intention. I will, instead, make a case that the arguments that have led to the “Dracula as Jewish”
position do not appear to include key historical details which offer strong contradictory evidence
towards this take on the character, especially when considered within the context of the times
and cultures in which those visual cues first arose. Some of these points appear to be based on
previously missing information, poor film quality for reference purposes, and an essentialized
Eurocentric understanding of a hexagram removed from a more robust global context. 44

Dracula’s Appearance in Book and Early Film Adaptations
Stoker wrote a fairly detailed physical description of his titular character in Chapter 2
when Harker first meets the Count, from his clothing to the structure of his face and hands:
“Within stood a tall old man, clean-shaven save for a long white mustache, and clad in black
from head to foot, without a single speck of colour about him anywhere.” (Stoker 22-23)

In the novel, Dracula is never actually driven off by a crucifix. It is implied that it keeps him at bey as we see in
Chapter II when Harker cuts himself shaving, but we only know that it has an almost calming effect on him after he
lunges for the solicitor’s throat. “I drew away, and his hand touched the string of beads which held the crucifix. It
made an instant change in him, for the fury passed so quickly that I could hardly believe that it was ever there.” We
do see it have a repulsing effect on Lucy, but not on Dracula himself who stays near Harker and even can grab his
shaving glass and throw it out the window.
44
I will be covering a variety of cultural connotations concerning the hexagram beyond the Star of David later in the
chapter.
43
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In addition to the austere dress, Harker notes that the Count has a “very marked
physiognomy.”
His face was a strong—a very strong –aquiline, with high bridge of the thin nose
and peculiarly arched nostrils; with lofty domed forehead, and hair growing
scantly around the temples, but profusely elsewhere. His eyebrows were very
massive, almost meeting over the nose, and with bushy hair that seemed to curl in
its own profusion. The mouth, so far as I could see under the heavy mustache, was
fixed and rather cruel-looking, with peculiarly sharp white teeth; these protruded
over the lips; For the rest, his ears were pale and the tops extremely pointed; the
chin was broad and strong, and the cheeks firm and thin. The general effect was
one of extraordinary pallor. (Stoker 25)
Dracula’s hands are written as being “rather coarse” with “broad and squat fingers.
Strange to say, there were hairs in the center of the palm. The nails were long and fine, and cut to
a sharp point.”
Stoker supplies the reader the intended effect through Harker’s internalization of his
reaction to being around Dracula. “I could not repress a shudder… a horrible feeling of nausea
came over me, which, do what I would, I could not conceal.” The overall impression of the
Count is someone who may be ill; gaunt with sharp features, excessive hair, and sporting cruel
lips and nearly animal-like teeth and nails. By simply being in his presence a person grows
involuntarily ill and is repulsed.
Added to this effect is the specific description of Dracula’s costuming. While there is not
nearly as detailed a description of the attire as with the physical appearance, Stoker simply noted
that there is no color on his person, not even white to break up the pattern. A solid color scheme,

99

sometimes accented with contrast color to draw the eye to specific locations, is one often found
in uniforms and other forms of dress meant to convey a sense of power and control. From police
officers to members of the armed forces, up to many religious leaders from differing groups
(priests to rabbis), these uniforms employ a dark-hue monochromatic structure to create a
striking visual impression, one that most societies have learned to associate with secular and/or
religious authority. In a societal setting, Western readers are likely to associate black formal
eveningwear with important events and as visual performances of status and wealth. 45 While the
cut and style of the clothing evolve over time and across cultures, the modern “little black dress”
never seems to fail in being connected with connotations of power and success.
Returning to Stoker’s vampire, without the addition of even white to offset the austerity
of the ensemble, such as the white-collar on a Catholic priest, there is little room for doubt that
Dracula is using his dress as a form of performance; one that conveys his economic and social
background, his level of sophistication, and his apparent lack of interest in giving the eye a place
to rest beyond the ocean of black he wears. Clothing as the outward projection of the internal
ideology suggests that the stark black denotes an austere demand for power and dominance
without break or respite. Outfitter and fashion designer, Simon James Cathcart, spoke to this
interpretation in his online article, “Elegance & Power—Black in Men’s Fashion History.”
“Undoubtedly, black can be considered one of the most important colours in the history of
culture. It was one of the first colours used in art and has always carried powerful associations
with darkness, magic and mystery, evolving further into a symbol of power, simplicity and
elegance.” The history of black in Victorian England, and its subsequent trajectory into the areas
of the world colonized by the British Empire, stems from the influence of one man in particular.
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As well as those places heavily influenced by British, American, and other Western European culture.
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In the early 19th century, the British dandy Beau Brummell redefined and popularised the
style, establishing a tailored three-piece suit in dark colour as the dress of the modern
man. Brummell wore black at night creating the foundations of evening wear as we know
it today. Black was also associated with the romantic movement, as the colour of
melancholy and mystery, associated with famous poets of the time. On the other hand, it
became the colour of the industrial revolution both metaphorically and virtually. Due to
the coal smoke, the buildings of the large cities of Europe and America gradually grew
dark. By 1846 the industrial area of the West Midlands of England was commonly called
‘the Black Country’. (Cathcart)
In her 2011 article, “History of the Mourning Dress: Black Clothing Worn During
Bereavement,” Dolores Monet adds support for this historical perspective by adding, “Wearing
black clothing has often taken on a social significance. During the Middle Ages, wealthy Spanish
gentlemen wore black velvet to display status as black dyes were expensive… Black clothing has
[also] long been associated with the clergy and asceticism.” The implied power and dominance
suggested to the reader of a semiotic text concerning the personality of the wearer of formal
black attire has a long tradition. It can be culturally implied the wearer of black can be expected
to be immune from repercussion when it comes to violating social rules as they stand just outside
its strict purview or, in some cases, police its moral boundaries.
Looking at this as a semiotic foundation for interpreting the Count, we can see what
inspired the appearance of Dracula in his original transmedial outing, F. W. Murnau’s 1922 film
Nosferatu: A Symphony of Horror. As Massaccesi writes: “Murnau retained some of the
elements of [Stoker’s] description: his vampire is characterized by a strong aquiline profile, with
a very wide forehead, bushy eyebrows, and incredibly pointed ears. The extreme pallor is also
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maintained and is emphasized by the long black coat with tight lines constantly worn by Orlok
that also seems to stress the unnatural thinness and height of the Count.” (Massaccesi 37)
As pointed out, the darker the clothing the more pronounced the “extreme pallor” of the
character becomes, and the more unearthly he appears. This has the added benefit of visually
accenting the “whiteness” of the character as a symbolic reminder to the audience that he is a
member of the landed nobility of a European nation; a character born from power and privilege.
This also factors into the interpretation of the “Roman nose” that will be discussed shortly.
The makeup and wardrobe design for Count Orlok appears to have been based on an
amalgamation of the original Stoker depiction and elements from other artistic sources. In
conjunction with the monochromatic attire of the novel, the production designer, Albin Grau,
found inspiration for the look of the film’s Dracula surrogate in a painting titled Der Golem by
artist Hugo Steiner-Prag. 46 The painting was one in a series of illustrations for Gustav Meyrink’s
1915 book, also titled Der Golem. (See Appendix A, Figure #1) The story centers on an un-dead
creature being brought to life by occult mysticism in order to protect a Jewish community from
their oppressors, only to have it eventually become their un-natural enemy.
Steiner-Prag’s black and white painting shows a bald creature with barely discernable
facial features that engendered impressions of looking at an other-worldly entity. Grau took the
basic design of Der Golem, applied it to Stoker’s description, and added a final semiotic element,
the teeth of a rat. “…There is an immediate visual connection with rodent’s teeth. Overall, we
get the impression is more spectral, dried out, and leech-like, than the later transmedial portrays
of the count.” (Massaccesi 37) This vampire-as-plague rat is woven into the film’s narrative
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itself as Orlok’s attacks on his new home city are attributed to a plague spread by rats, possibly
the ones found on the ship that carried him to Germany.
The semiotic connotation of grotesque features to illness, plague, and death return the
audience to remembering the ultimate fate of those who encounter the unnatural vampire:
wasting illness, death, and an unnatural blasphemous resurrection. 47 Having this shared visual
language for a creature neither living nor dead works well for both the vampire and the golem. It
is their shared unnatural state that is reflected in their almost outward alien-like appearance. We
will later see how that outward unnaturalness will be interpreted by some twentieth century
scholars as being anti-Semitic coding, rather than a shared visual language of an un-dead state.
As memorable as this depiction of Dracula/Orlok is, it isn’t the one that is the most
globally symbolic of the vampire and that has saturated the marketplace. So how did we go from
a close resemblance of the character as depicted in the novel and early film to the evening
clothes and opera cape vision that is indelibly linked to him today?

Origins of the Formal Evening Attire
Although Florence Stoker successfully sued F. W. Murnau and his film studio to halt the
distribution of Nosferatu, she made no money from the judgment as Prana films shortly went
bankrupt. Seeing that there was a desire to see her husband’s book dramatized, she partnered
with English playwright and actor Hamilton Deane to write and produce an authorized stage
version. To save on costs and to make the show easily transportable for performance tours, the
story was shortened to only taking place in and around Johnathan Harker’s home on Hampstead

The common depiction of Death itself as a character moving amongst victims of the Black Death, also being all in
black and being either deathly pale or sporting a skull for a head.
47
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Heath, with the closing scene at Carfax with a trick coffin brought out simply to stake Dracula
in, thus making the story into a “drawing room” mystery.
To accommodate this simplifying of the set and to remove the special effects required to
stage the early Transylvanian scenes in Castle Dracula, the story begins in medias res shortly
after the death of Lucy. True to the novel, Dracula only appears sporadically, and the audience
more often sees the effects of his actions if not the actions themselves with other characters
talking about the plot points in great detail. This meant that when Dracula was onstage the
performance needed to get as much out of the appearances as possible.
To start, the actor playing the vampire was given heavily highlighted makeup and hair to
accentuate the un-natural appearance of Dracula. These designs included severe facial highlights
and deep shadows to make the actor appear sickly and gaunt, with a mixing in of greenish
greasepaint to make the effect of a walking corpse complete. This was mandated by Hamilton
Deane, even in later American productions of the show. Actor Raymond Huntly, who still holds
the record for most performances as the Count, was playing Dracula in Atlantic City when he
received a call from the show’s American producer, Horace Liveright. Huntly reported this
anecdote as such:
We opened in Atlantic City and I put my usual makeup on and got a reminder that I was
supposed to wear green, and a week or two later, on the ‘subway circuit,’ in the Bronx, I think, I
got an extremely abrasive telephone call from Liveright that either I did as I was asked to do, in
green makeup, or he would report me to Equity. Of course, I was in no position to incur that kind
of trouble, so I went out and bought some green greasepaint. (Skal Hollywood Gothic 132)
Regarding the hair, it was streaked through with thick shocks of white starting from the
forehead and radiating back. Along with this feature, the hair was shaped into two points, one
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just above each of the temples, to add the suggestion of devilish horns. The combination of green
pallor and horns was designed to symbolically link Dracula to illness, disease, and the devil
himself. Once the makeup and hair had been solidified for the production, the question became
how to dress the Count for his evening visits to the Harkers. Deane, a long-time veteran of what
was termed the “legitimate stage,” also worked many shows in smaller “illegitimate” or “music
hall” spaces.
The term ‘legitimate theater’ initially referred to the two playhouses officially licensed
after the 1737 Stage Licensing Act… and the work presented in them, usually serious nonmusical drama such as plays by William Shakespeare. This distinguished them from the
unlicensed or illegitimate theatres that emerged. The term later came to be used more generically
for serious, non-musical drama. (Grantley 250)
As can be implied from this definition, anything not a “serious, non-musical drama” was
illegitimate and considered a lower form of entertainment, a space Stoker may have been worried
his work could have been associated with in regards to the “blood tubs” that specialized in the
monstrous tales. However, knowing both traditions, Deane ultimately decided that the overall
esthetic of Dracula should be a semi-serious melodrama with aspects drawn from the always
popular “music hall” theatres to maximize attendance. His instincts were correct. As Ivan Butler,
one of Deane’s actors later said of those times in the documentary, The Road to Dracula: “When
it came to London of course, and the dreadful notices they had, we all know, they were very
depressed. And somebody came up to them and said, ‘what are you complaining about? Have
you looked outside?’ And they were halfway around the block queuing for it.” While it may not
often be lauded by critics, history demonstrates that pop-culture entertainment pays the bills.
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In the same documentary, David J. Skal states that since Deane was counting on
connecting to as wide a range of people as possible to make the show profitable, he choose the
look of Dracula to be instantly recognizable as a trickster character whom a majority of British
audiences would accept as having mesmerizing powers over his victims. “It was Hamilton Deane
who created the modern image of Dracula when he took his inspiration not from Henry Irving’s
Shakespearean villains but a much lower end of the theatre, and essentially his Dracula is a kind
of vaudeville or music hall magician. The suave trickster in evening clothes who knows how to
work a crowd.” This look was the formal eveningwear and cape.
So, despite the normal associations with formal attire being a sign of privilege and power,
how does the form of dress become symbolic of unearned power, and trickery? Place the symbol
in the context of a space where characters dressed that way are seen as disreputable performers
of an illegitimate art, i.e. stage magicians. Prior to the 1800s, magicians were not considered
simply entertainers. Performers regularly claimed to possess actual magic powers acquired from
the study of alchemy and other forms of ancient lost knowledge, and they expected a level of
welcome and comfort in accordance with those abilities. In the 18th century, “magicians dressed
like wizards or Asians (there was little difference between the two way back then). They wore
conical hats and long flowing robes.” (Jillette 67) Essentially, they were playing to their
audience’s taste for orientalism.
The Orient and Islam have a kind of extra-real, phenomenologically reduced status that
puts them out of reach of everyone except the Western expert. From the beginning of Western
speculation about the Orient, the one thing the Orient could not do was to represent itself.
Evidence of the Orient was credible only after it had passed through and been made firm by the
refining fire of the Orientalist’s work. (Said 283)

106

In this case, it wasn’t the Western expert who was relaying impressions of Asian culture
to the masses but the more arguably culturally pervasive individual, the stage magician. While
not commenting on the stage itself, Said would go on to talk about how the media’s presentation
of cultures has a stronger impact through its curated means of distribution and content selection
than the facts of the culture under discussion. In chapter II of Covering Islam: How the Media
and the Experts Determine How We See the Rest of the World he wrote:
For like all modes of communication, television, radio, and newspapers observe certain
rules and conventions to get things across intelligibly, and it is these, often more than the reality
being conveyed, that shape the material delivered by the media. Since these tacitly agreed-upon
rules serve efficiently to reduce an unmanageable reality into “new” or “stories,” and since the
media strive to reach the same audience which they believe is ruled by a uniform set of
assumptions about reality, the picture of Islam (and of anything else for that matter) is likely to
be quite uniform, in some ways reductive, and monochromatic.
These performers were taking advantage of their position as one of the few groups
claiming knowledge about Asian culture and through their specific medium of expression, they
were satiating the uninformed expectations of their audience while further solidifying those
reductive assumptions.
Considered to be the last of these self-proclaimed “wizards” was the self-styled
Cagliostro, Conte Alessandro. Cagliostro is an often-cited example of the type of “magician” that
later performers would work so hard to distance themselves from. Born approximately around
1743 and dying in 1793, Cagliostro traveled Europe with his wife and survived by claiming any
or all of the following: he could sell wealthy patrons an elixir that would stop them aging, he
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could find long lost buried treasures, and he could speak to the dead. 48 These claims, coupled
with his speedy departures from cities where too many patrons had been fooled, brought him to
the attention of many of the ruling classes, including Cardinal de Rohan of Paris.
In 1785 the Cardinal was duped into buying a necklace for a woman whom he thought to
be Marie Antoinette but was instead a prostitute in service to his mistress, Jeanne de la Motte.
Cagliostro was arrested because of his interactions with Cardinal Rohan, who had dared to
openly accuse Antoinette of orchestrating the entire affair in an attempt to gain a free necklace. 49
An additional charge was added because Cagliostro was also a Freemason, which was illegal in
France due to its associations with the Catholic Church and mysticism. After nine months in the
Bastille, he was released but was banished from France on pain of death if he returned. It was the
infamy that Cagliostro drew to his person after his meteoric fall from societal favor that had
permanently tainted, if not outright obliterated, the hopes of other, more common performers in
stage magic to be taken seriously.
In his book, James W. Cook quotes James Randi noting that Cagliostro’s failure actually
opened the door for a different sort of stage magician to emerge in the future: “When Cagliostro
died, so effectively died a belief in genuine sorcery, though it peeps from out of its grave
occasionally even today. The era of the admitted trickster dawned, in which audiences were no
longer asked to believe that those who performed mysterious demonstrations did so with divine
or demonic assistance. The real, honest conjuror stepped to the front of the stage and took a bow
for skill, originality, and dedication.” (Cook 170)
The first performer to do this was a clockmaker-turned-magician. “It was French
magician Jean-Eugene Robert-Houdin who got the idea for magicians to wear a top hat and
48
49

So long as the patron paid him half of the finder’s fee upfront.
See James Randi’s Conjuring: A Definitive History
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tails—the same Robert-Houdin in whose honor Erik Weisz changed his name to Houdini.”
(Jillette 67) After accidentally receiving two books on magic when he had ordered a set of books
about clock making in 1830, Houdin turned his mechanical talents into creating illusions and by
1843 had developed his magic act in Paris. One of his defining innovations was to perform in the
elegant look that was prevalent in both upper and middle-class theatre goers of his day. Houdin
wanted to perform unique acts while wearing clothing that everyone was very familiar with,
creating a subversion of expectations when he conjured items from his person that theatergoers
never considered could be concealed in that fashion. “The idea [he] had was that if magicians
dressed just like their audiences, the tricks would be more amazing.” (Jillette 67)
Houdin would also adopt a long cape at both the start and end to his act to conceal and
then produce larger objects such as doves, rabbits, etc., that wouldn’t easily fit into his clothing.
By adopting an elegant yet familiar appearance, Houdin wanted to first and foremost distance
himself from the negatively seen legacy of individuals like Cagliostro. Gone were the
problematic physical aspects of the performance. In its stead was unspoken appearance-driven
rhetoric that signified a commonality with the audience regarding “economic background/level,
level of sophistication/success, moral character, and social position/background.” (Randi
Encyclopedia) From then on, with very few exceptions, stage magicians became eager to cash in
on Houdin’s successful reinvention of the stage magician and adopted his look.
Houdin’s reconceptualization and rebranding of the magician as a legitimate source of
entertainment were undeniably successful, indelibly linking his symbolic non-verbal expressions
to the profession as a whole which still exists today. Regardless of his success, however, a subtle
taint of Cagliostro and his ilk remained attached to notions of magic as well as its practitioners
and, over time, people’s attitudes towards magicians synced up with the upper class’ aversion
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towards entertainments offered in the illegitimate theatres and the once subversive top hat and
tails become symbolic of a cheap stage hypnotist.
This lingering association with fraud and trickery in service to selfish gains could be seen
as being in the same vein as the work done by modern stage magicians whose livelihood
depended on audience misdirection, supposed hypnotic powers, and by generally deceiving the
audience in order to appear to be performing near-miraculous feats. 50 It is exactly this
disreputable quality, this nearly subconscious mental affiliation between magical specialists and
negative moral character traits, which Hamilton Dean drew on when he slotted his vision of
Dracula into the iconic appearance. By costuming Dracula in this manner and presented within
the framework of a theatrical production, Deane ensured that audiences would instantly
recognize the negative visual rhetoric and would distrust the character while more readily
suspending their disbelief when he displayed “supernatural” powers such as when Dracula
hypnotizes Mina’s maid into helping him remove crosses and garlic.
An additional benefit to this choice of the ensemble was that the floor-length cape
Houdin introduced gave the performer of Dracula the ability to produce stage effects from
hidden pockets such as using flash paper to blind the audience during a quick escape. Moreover,
the cape’s overly heightened and exaggerated collar hid any necessary stage motions from the
audience. For example, in productions that did away with the trick coffin and kept the final act
all in Harker’s home, the actor playing Harker could appear to be holding Dracula by the
shoulders with the vampire’s back to the audience and Harker was facing the patrons. In reality,
the actor was holding the fabric near the high collar, thus allowing Dracula to undue the cape

This issue continued into the 20th century. In 1915 Arthur Conan Doyle famously disowned his longtime friend,
Harry Houdini, because he had stated he had no mystical powers. Doyle, a believer in spiritualism, thought Houdini
was lying to him about not having real mystical abilities and ended their friendship.
50
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clasps. By using a trap door in the stage Dracula would appear to vanish from sight leaving
Harker clutching the Count’s now empty cape. This practice of a vampire disappearing from the
stage had already been established by 1820. The device that dropped a vampire actor was called
“the vampire trap” after its inception for the James Planché adaptation of John Polidori’s
story, The Vampyr. (Summers Kith and Kin 307)
The exaggerated sickly green makeup and devil-horned hair, coupled with the
magician/deceiver/mesmerizer connotations associated with the Dracula outfit, ensured that
audience members of the live theatre productions were given sufficient visual cues to find the
character repulsive and to subconsciously understand the Count as a disreputable character. Ivan
Butler, a former Hamilton Deane company member, asserted that the image and actions of the
Count on stage were not intended to be attractive. “There was no sort of sex attraction in those
days. Dracula came for one thing only, his evening drink.” (Skal, Road to Dracula)

From Stage Lights to Silver Screen
In 1930, Universal Pictures optioned the rights to make a film adaptation of Dracula as
they had already done with The Phantom of the Opera and Hunchback of Notre Dame. Both
films starred Lon Chaney, the “Man of a Thousand Faces,” and featured elaborate makeup
effects, detailed period costumes, and set against towering practical sets. These “A” pictures had
been extremely well received by critics and had made the studio sizable profits. Dracula was
originally conceived as a big-budget film that would have taken its basis directly from the novel
and followed the pattern already established by the Chaney vehicles. However, The Great
Depression severely affected Universal Studio’s income and they simply no longer had the
capital to risk on a lavish production. To save on costs, and to avoid any possible copyright
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issues, they instead licensed the simplified stage versions written by Hamilton Deane and the
“Americanized” adaptation of Deane’s work by John L. Balderston which did away with the
characters Arthur Holmwood and Quincy Morris and simplified the narrative. Besides narrowing
down the number of locations and characters needed for the story, both English and American
tours of the show had proven to be highly profitable, pulling in over a million dollars. Universal
wanted to perform as much of a cut and paste of this successful formula as possible.
This process ultimately included transmediating the stage Dracula/magician outfit from
the stage to the silver screen. However, what had context and logic behind it as a working livestage representation of the character did not transfer to the new medium. The accumulated
context given to the outfit when viewed on the confines of a theatrical stage was not present
inside the context of a movie palace, which was busy building up its own “rules and conventions
to get things across intelligibly.” This meant that the antecedent knowledge of the audiences
Deane drew inspiration from was not as present and pervasive, meaning the appearance of
Dracula suddenly lost its carefully crafted connotations with magic and deceit. In their stead was,
ironically, what Robert-Houdin had originally intended when he introduced the style of dress: a
physical performance designed to engender a sense of familiarity between the performer and the
patrons. This essentially hit the reset button on the meaning of this specific visual cue.
Another visual cue that was lost occurred when Universal only retained the style of dress
and jettisoned the theatrical makeup and hair design, possibly to simplify the production and to
keep costs down. Another likely reason may be that the makeup, while effective on stage, didn’t
necessarily translate to film. So, if the visual language of the stage didn’t work in the medium of
film, why not find a version that did work which effectively conveyed the unearthly nature of the
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character? Several factors converge at this point which significantly impacted the semiotics of
the image of Dracula that became the global symbol of the vampire.
For starters, Lugosi was not originally cast in the role. He was not even initially
considered for the part. In a telegram sent by Carl Laemmle Jr., the film’s producer, Lugosi was
dismissed from immediate consideration. “NOT INTERESTED IN BELA LUGOSI PRESENT
TIME.” (Skal Hollywood Gothic 173) The honor of the first official film incarnation of Dracula
was intended for Lon Chaney. Since Chaney had proven highly successful with his heavily
made-up portrayals of The Phantom of the Opera and Quasimodo for Universal studios, he was
initially brought in to do the same for Dracula and was intended to bring a strong and, most
importantly, physically haunting aspect to the role. Suggestive of what was expected in the
Dracula makeup can be seen when he played another “vampiresque” character in the now-lost
film, London after Midnight. Chaney had rows of sharp picket-like teeth, bulging eyes, and
heavy black folds under them. Rick Baker, a special effects expert, believes Chaney would have
planned on creating a similar look for Dracula had he not died prior to filming. In the
documentary, Road to Dracula, Baker states, “Makeup-wise I’m sure Chaney would have had
much more of elaborate makeup. I don’t think he would have simply gone with a light makeup
with the dark lips.”
While the outfit Chaney wore in London after Midnight mirrors the stage version of
Dracula, the return of the exaggerated theatrical makeup, enhanced for a stronger reading on
film, ensured that associations made regarding the formal evening attire, cape, and top hat
remained ones of discomfort and mistrust. Essentially, this film’s semiotic makeup replaced the
missing connotations between magicians and the duplicity inherent in mesmerism with a
different but equally compelling form of repulsive physical rhetoric, far more in line with the
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original disturbing description of Dracula from the novel. Chaney’s makeup for London after
Midnight was so evocative of the “disagreeable, painful, and ugly” state of moral being that it
factored into a real-life English murder case.
On October 23, 1928, a man named Robert Williams confessed to the murder of his
girlfriend, Julia Mangan. In the documentary, Universal Horrors, Skal says, “He based his
defense on the fact that he had seen Lon Chaney in London after Midnight and his makeup had
so unhinged his mind, the vision of the shark-like mouth and ghastly pale face had turned him
into a murderer.” If the makeup designed by Chaney was disturbing enough to be entered into
evidence for a murder trial, though ultimately rejected and the murderer sentenced to death, one
has to wonder what would have been the lasting effect on future transmediations of the character
if he had been the one to craft Universal’s vampire.
The ultimate effect of the film’s semiotic meaning for the vampire was impacted by the
lack of an established contextual history of stage magic to the evening attire as well as the loss of
the heightened theatrical, and potentially grotesque, makeup ala Nosferatu or London After
Midnight. What was left for the massive film-going audience’s consumption was a wealthy,
well-groomed, immaculate and handsome aristocrat who was embodied in the person of an actor
who had been a leading man in films for years back in his native Hungary and who, despite an
undercurrent of prejudice against foreigners, was said to captivate women wherever he went or
performed.
Another aspect that likely impacted the perceptual evolution surrounding the Count’s
wardrobe was how, without the specific context of a live theatre setting, the ensemble by itself
was hardly horrific. If the handsome person was wearing an elegant suit, this put him into a
special class of individuals who could be excused for not exactly behaving according to social
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norms. Richard Stivers wrote about this connection between appearance/esthetics and our
perceptions of morality:
The aesthetical and the ethical are both dimensions of culture and “existence-spheres,”
that is, ways of orienting oneself to the world and ways of acting…The aesthetical has to do with
how things impact our senses. Are they agreeable or disagreeable, pleasurable or painful,
beautiful or ugly, interesting, or boring? Such experiences can then be represented in art,
literature, music, and dance, which in turn create an aesthetic response in us. The ethical is
concerned with requirements and limits in our relationship to others. It seeks to define what is
good and, by contrast, what is bad and holds us accountable to the good. (Stivers, 9)
By this definition, the film gives the viewer nothing disagreeable or ugly about the
vampire and so the ethical has little visual, non-verbal information to imply that the character is
bad. Because the non-verbal expression of the monstrousness has been removed from this
incarnation of Dracula, the audience has almost no input to consider the character and his actions
significantly negatively as to outweigh the “agreeable, pleasurable, beautiful, and interesting”
impressions associated with visual cues, outside the presumption that a vampire would be
intrinsically repellent. If we further consider critical scenes containing assault, coercion,
drugging an entire household, and terrifying Lucy’s mother to death by using a wolf surrogate
being removed from the story or reduced to off-stage actions, how would an audience viscerally
overcome the charming non-verbal elements? As has been discussed already, we are hardwired
to focus on visual cues and non-verbal expressions for our understanding of a person or social
cues.
Semiotically, we are not predisposed to mistrust or be displeased with Dracula as a
character. His performance of esthetics is agreeable, pleasurable, beautiful, and interesting in
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dress and appearance, with film audiences more likely to define him and his actions as, if not
good, then at least deserving of sympathy. Since this is the form that has reached global
saturation, with the physical details from the novel being almost always omitted and adaptations
changing key narrative points around to better suit a sympathetic impression of the vampire, this
fuels a problematic situation which will be developed further in Chapter 4.

Globalgothic Examination of Dracula’s Hexagon Medallion.
During a public talk given in 2019 after a showing of the Lugosi Dracula, the evening’s
academic adviser and presenter, William McBride, stated that the medallion worn by Lugosi was
the Star of David and was part of the intentional coding of the character as a Jewish stereotype.
This assertion was not unprecedented as in 1987, the food company General Mills was pressured
to recall an edition of Count Chocula cereal that had been printed with an image of Bela Lugosi
on it.
A newly designed box featuring a picture taken from Bela Lugosi’s classic role as
Dracula has drawn protests from some consumers and Jewish newspapers, which complained
that a Star of David is prominently displayed on the character’s chest. The 4 million boxes with
this design began appearing in supermarkets about two weeks ago. General Mills officials said
they had been excited about the design because it involved a new technique in which a computer
lifted and enhanced the likeness of Lugosi from the 1931 film “House of Dracula.” There was a
slight problem with the computerized image: Dracula wears a six-pointed medallion that some
have inferred was a Star of David, the symbol of Judaism. (Mayer)
It was later discovered the picture on the box had been hand-traced based on a 1931
publicity still and the medallion had been simplified for ease of replication for the millions of
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predominantly black and white cereal boxes it would appear on. 51 While the medallion worn by
Lugosi in the film was a hexagram, it was not a Star of David. Only the simplified remediation
made that mistake.
Further supporting the perception of coding “Dracula as Jewish,” McBride cited two
passages from Stoker’s novel that he felt further established this interpretation beyond the
medallion and incorporated the physiognomy of the Count into the discussion. Other scholars,
such as the cultural historian Bram Dijkstra, draw similar conclusions: “Dracula may not
officially have been one of those horrid inbreed Jews everyone was worrying about at the time
Stoker wrote his novel, but he came close, for he was very emphatically Eastern European… like
du Maurier’s ‘filthy black Hebrew,’ Svengali.” (52)
The first passage McBride cited was the aforementioned, “strong—aquiline” “high bridge
of the thin nose and peculiarly arched nostrils” which the speaker connected to the “Jewish hooknose” as depicted in visual mediums. The second concerned a later section where Dracula
quickly reclaimed his gold after the vampire hunters surprised him at his flat. McBride stated this
passage was an intentional Jewish coding through the use of the stereotypical “money greedy”
Jew. Scholar Judith Halberstam went further in her observations:
Dracula, I thought, with his peculiar physique, his parasitical desires, his aversion to the
cross, and to all the trappings of Christianity, his blood-sucking attacks, and his
avaricious relation to money, represented stereotypical anti-Semitic nineteenth-century
representations of the Jew… My conclusions seemed sound, the vampire and the Jew
were related and monstrosity in the Gothic novel had much to do with the discourse of

The information at the time was also inaccurate on other points, such as the image was actually from the original
Dracula film and not House of Dracula, House not coming out until 1941, and Lugosi not being in the ‘41 sequel
but instead being replaced by John Carradine in the role.
51
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modern anti-Semitism…Count Chocula, the children’s cereal character, was depicted on
one of their cereal boxes wearing a Start of David. (87)
To address these claims of textual support for the “Jewish Dracula,” I’ll first examine the
complex associations of a Roman nose, itself a fitting historical physical signifier for a character
who came from the land of Roman conquest and assimilation. Some scholars have pointed to this
feature as being synonymous with the “hooked nose” of the stereotypical Jewish identity. At the
time Stoker wrote Dracula, some pseudo-scientists were claiming that by measuring the physical
features of a person, they would be able to deduce if that person was a degeneration of the race.
Max Nordau was an Austrian physician who in 1892 wrote a defining book (translated into
English in 1895) on the subject entitled Degeneration. In Hollywood Gothic, David Skal writes:
“Sure signs of degeneration could be found in physiognomy; atavistic irregularities of the ears,
teeth, and fingers were dead (or, as employed by Stoker, un-dead) giveaways, and a good
indication of criminality.” (51) In the October 28th entry of Seward’s diary in Chapter XXV,
Stoker even includes Nordau as an expert cited by Van Helsing. “The Count is a criminal and of
criminal type. Nordau and Lombroso would so classify him, and quâ criminal he is of
imperfectly formed mind. Thus, in a difficulty, he has to seek resource in habit.” 52 Nordau
himself doesn’t quite let this interpretation stand unchallenged as even he admitted that
“degenerates are not always criminals…they are often authors and artists.” (Hollywood Gothic
51)

52
Scholars such as Leonard Heldreth, co-editor and writer of The Blood if the Life: Vampires in Literature, have
questioned the veracity of Van Helsing’s own mental state. For example, the speech in which he’s suggesting the
habitual action Dracula’s “criminal” and “imperfectly formed mind” is falling into is simply a tactical retreat; the
hallmark of many successful military campaigns. The suggestion has been growing that Van Helsing’s assessments
should be viewed with more than a grain of salt.
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In Blood Will Tell, Sarah Libby Robinson restated the same points raised by McBride,
Dijkstra, Halberstam, and Skal in connection with the interpretation that implied signs of
degenerate equated to Jewish coding. In her opinions of the character, she wrote that Dracula’s
features are “stereotypically Jewish . . . [his] nose is hooked, he has bushy eyebrows, pointed
ears, and sharp, ugly fingers…. Like many immigrants, Dracula has made great efforts to
acculturate himself to his new country and to blend in with the rest of the population, through
studying its language and customs . . . [his] greatest concern is whether his mastery of English
and his pronunciation would brand him as a foreigner.” (Robinson 21)
In an article for the Jewish New Daily, Allan Nadler commented on Robinson’s findings.
“Likewise, Stoker mines anxieties over Jewish dual loyalty. The one identified person
whose aid Dracula enlists in escaping Britain is a German Jew named Hildesheim, a Hebrew of
rather the Adelphi Theatre type, with a nose like a sheep,’ who must be bribed in order to aid
Stoker’s heroes.” (Nadler)
These scholars’ interpretations cite the exaggerated features of the Count as being
emblematic of a Jewish codding and support that interpretation of those non-verbal expressions
of character by referring to one specific person known to have helped the count. What is
interesting is that there is no mention of how Renfield or Berserker the wolf figures into this
pattern, two characters that have more time and detail given to them than Hildesheim. These
more prominent allies to Dracula offer their own contextualization, ones that make up a
noticeable section in Stoker’s world-building.
Starting with Berserker and his role in the story, after the 2008 printing of a facsimile
edition of Stoker’s working notes for Dracula, Philip Spedding, the London Library’s
Development Director, used it to establish the validity of the titles mentioned by Stoker that he
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used in his research for the book. According to Spedding, “Some of the most heavily marked
books include Sabine Baring-Gould’s ‘Book of Were-Wolves’ and Thomas Browne’s
‘Pseudodoxica Epidemica’.” Baring-Gould’s book details the physical traits associated with
were-wolves which align with those assigned to Dracula. 53 It is important to note vampires were
not shape-shifters until after the publication of Dracula. Even the connection to the bat did not
exist in vampire folklore until Stoker chose it as one of Dracula’s alternative forms, along with
the rat and the Baring-Gould inspired wolf. 54 In the case of Berserker, in chapter X, BaringGould comments on the connection between man and beast.
It was not merely a fancied external resemblance between the beast and man, but it was
the perception of skill, pursuits, desires, sufferings, and griefs like his own, in the animal
creation, which led man to detect within the beast something analogous to the soul within
himself; and this, notwithstanding the points of contrast existing between them, elicited in his
mind so strong a sympathy that, without a great stretch of imagination, he invested the beast with
his own attributes, and with the full powers of his own understanding.
The animalistic features of the count resemble those of a kindred soul, the wolf. The fact
the Count can shift between man and beast offers greater evidence of that shared existence. Not
textual but an interesting common misconception is that it is Dracula who has turned himself into
a wolf that breaks into Lucy’s bedroom when we can tell it was Berserker by the glass that is
found matted into his fur by the zookeeper later on.

Pointed ears, hair on the palms of the hands, elongated nails and teeth.
In Chapter IX, Baring-Gould includes a human to bird metamorphoses tale which includes details from the typical
werewolf story. “Then she began to move her arms, first with tremulous jerks, and afterwards by a gentle undulating
motion, till a glittering, downy surface by degrees overspread her body, feathers and strong quills burst forth
suddenly, her nose became a hard crooked beak, her toes changed to curved talons, and Pamphile was no longer
Pamphile, but it was an owl I saw before me.” Here, coupled with more traditional depictions of an elongating nose
and mouth of a wolf, we have an oblique reference to an aquiline nose.
53
54

120

As for Mr. R. M. Renfield, we are given very little in way of background or history of the
character. What we do have is his animalistic need to eat consume small prey; the nature of
which positions him up or down the food-chain depending on where he is in his feeding cycle.
He is lower on the chain when he consumes flies, such as a spider would, and gradually moves
up when he eats birds and looks to the next link in the chain, cats. In chapter VI, Seward labels
him as a “zoöphagous (life-eating) maniac.” He does not feed only on blood, as does Dracula;
rather he consumes the entire body as well to where he disgorges a large amount of bird feathers
after cleaning out his stock. As with Berserker, we have close allies of the vampire being animal
in spirit if not in form. These two characters account for a considerable amount of direct
assistance to the Count and offer a strong continuum between man and animal that, in a
Darwinian way, allows the count to slide between the two worlds and showing his literal
degeneracy within that paradigm.
In the book Stoker does use Van Helsing to tell us Dracula is a criminal type based on the
works of Nordau and Lombroso, fueling many scholarly opinions regarding the “degeneration”
clues of the exaggerated “ears, teeth, and fingers.” While one can label being able to digress to a,
in many people’s point of view, more primitive and animal state of being as degenerate, it does
not necessarily equate to Jewishness per se. It can read in reference to how wolves have been
depicted in European folktales; tricksters who confuse their prey into becoming vulnerable. Little
Red Riding Hood offers one example of a sly wolf who cons a young girl into going off the path
and into a situation where she becomes his victim. 55 In fact, it is the nose and its specific set of
connotations that proponents of the Jewish vampire appear to settle on.

In Stephen Sondheim’s musical, Into the Woods, the wolf is depicted as a half man-half wolf who smooth talks
Red into getting off the path long enough to reach Granny, eat her, and lay in wait for his younger snack to arrive.
55
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Stoker, through Van Helsing, does not single out the nose as being especially noteworthy
in the litany of physical animal traits; however, it is one of the most stereotypical features used to
negatively denote Jewishness and so plays a key role in scholarly debate. Outside of a specified
Jewish context and circumstances, people have historically interpreted a larger nose in different
ways. The Roman/aquiline nose has been considered by some to be a sign of nobility and
otherworldly strength. In her article, “Roman Noses,” for the University of Nottingham, Helen
Lovatt talks about the wildly different interpretations of this specific semiotic aspect.
One of the most interesting aspects of this research has been to explore how all these
complex ideas about noses played out in classical art, from portraits of gods and goddesses with
a strikingly pronounced nasal bridge to the distinctive noses of Roman emperors who needed to
stand out from the crowd to Roman matrons sporting prominent ‘Roman noses’.
Lovatt poses the rhetorical question, “Did you know a hook nose was once considered a
sign of nobility and power?.” Lovatt elaborates in saying, “In post-Enlightenment racialist
discourse, especially in Victorian-era physiognomy…, such a nose was considered a mark of
beauty and nobility. There were even devices that could be strapped to the nose, which would
then allegedly form the cartilage into the desired shape given time. In contrast, the Nazis
associated hooked noses with the Jews.” The difference between the assigning of the moniker of
a Roman nose and the negatively charged term of “Jewish” nose is thus contextual. In “The
Myth of the Jewish Nose,” Sharrona Pearl elaborates on the distinctions and how they were
made.
It wasn’t just about size: Late 18th- and 19th-century physiognomical texts go into great
detail about noses, given how prominent and visible they are on the face. Roman and aquiline
noses, both large, were Good. Jewish large noses, however, with their large downward hooks and
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convex nasal bridges, were Bad. Because of course, Jews were Bad, so the traits associated with
their associated noses were likewise problematic.
Without the direct references calling for a specific Jewish association, the critical
distinction between the interpretations of the aquiline nose appears to come down to whether the
person under scrutiny is from the aristocratic classes or if they are a lower-class outsider. Dracula
is a white European noble who had been a Christian in life and “crossed the Danube and beat the
Turk on his own ground.” 56 (Stoker Chapter III) Even with the context for the nose being coded
as a negative expression of a degenerate invader, the automatic equivalency of “degeneracy”
with “Jewishness,” is highly problematic, especially when Renfield and Berserker are added in
as kindred associates. 57
Finally, I would be remiss if I forget to return to that first popular personification of
Dracula put to film and how it was directly influenced by the visual style of Hugo Steiner-Prag’s
artwork for an occult novel based on Jewish folklore. 58 In that connection between the vampire
and the non-living monster of Jewish folklore, we see how the strange and exaggerated features
were folded into the vampire king from the start. These shared features of the Golem and Count
Orlok were based not on anti-Semitic depictions, but rather occult and a mystic interpretation
concerning the possible appearance of an undead state of being. 59 Count Orlok is a creature
neither alive nor dead. The golem occupies that same liminal space. It is the limbo state of being,
not a specific ethnic group, that is represented as a grotesque monster that needs to be avoided.

So much so he can be seen as representing a colonial class above the current upper-class strata, making him the
predator of colonial predators; a form of karma hanging like a sword of Damocles over those who believe
themselves in power.
57
Especially given how many other groups fit into that category, including “authors and artists.”
58
He was raised Jewish himself and apparently was quite familiar with the golem stories.
59
Ironically, the golem would wear a star on his chest well before Dracula. In the 1915 German film, Der Golem,
the monster was given a five-pointed star infused with life to animate its body. By removing the star, the monster
was finally rendered lifeless.
56
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Even the Frankenstein monster was almost based on that same look for the 1931
Universal film. In the documentary, The Frankenstein Files–How Hollywood Made A Monster,
film historian Donald F. Glut spoke about the initial design and now lost screen test. “There
actually was a test scene of Lugosi shot for Frankenstein in the make-up. People who’ve seen it,
who were there, all kind of describe Lugosi’s makeup as basically resembling the golem. And
the story that Lugosi had a very clay-like skin, clay-like look and he also had this big head of
hair.”
Across these three classic monsters, they shared that un-natural liminal existence and had
it expressed in their appearances. The overlap between characters that share an un-dead state
appears to be sufficient to warrant a shared visual language, the associations of which became
eroded over time much the same way that formal evening attire was once shorthand for a stagemagician but is now hardly as evocative of that profession as it once was. Once we return to the
were-wolves of Baring-Gould which formed a strong foundation for the unique animal qualities
associated with the vampire, we see new importance in the two most substantial allies Dracula
has on English soil. As we have seen throughout this chapter, contemporaneous cultural norms
that were key to unlocking the non-verbal clues used by artists to convey a specific meaning to
their audience have altered over time and through certain cultural-specific lenses.
The second portion of the novel scholars appear to be referencing regarding Jewish
coding, occurs in Chapter XXIII when Harker and the vampire hunters surprise Dracula in his
London flat.
As it was, the point just cut the cloth of his coat, making a wide gap whence a bundle of
bank-notes and a stream of gold fell out. The expression of the Count’s face was so
hellish, that for a moment I feared for Harker, though I saw him throw the terrible knife
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aloft again for another stroke…The next instant, with a sinuous dive he swept under
Harker’s arm, ere his blow could fall, and, grasping a handful of the money from the
floor, dashed across the room, threw himself at the window. Amid the crash and glitter of
the falling glass, he tumbled into the flagged area below. Through the sound of the
shivering glass I could hear the “ting” of the gold, as some of the sovereigns fell on the
flagging.
Here, proponents of the Dracula-as-Jewish position state that the action was taken by the Count
was to be interpreted in light of the stereotype of a “greedy Jew” who cares only for money.
While not directly related to the semiotics of the character’s wardrobe, I will quickly address this
concern as it was interwoven as part of the specific interpretation.
In this part of the book, Dracula learns the hunters have found him as well as his other
places of refuge. He will need resources to not only survive in London but to thrive as a member
of the elite. This is a position that is in character with the Count as establish throughout the story.
We already have a hint of how prickly his sense of self can be when offered an unintentional
slight. In Chapter II, after Harker arrives at the castle, he addresses Dracula. “‘Count Dracula?’
He bowed in a courtly way as he replied: —’ I am Dracula; and I bid you welcome, Mr. Harker,
to my house.’” Dracula does not affirm what Harker says. Instead, he replies to the question
without repeating the title of Count. In his commentary for the 2011 Oxford World’s Classics
edition of Dracula, Roger Luckhurst points out why, historically, the Count would have found
this to be a slight. “Harker has committed a faux pas and is being corrected: the title ‘Count’ was
a term introduced for a Habsburg prince, and thus Harker insensitively recalls Transylvanian
status as an annex of the Austro-Hungarian Empire. His correct title, historically, was Voivode
Dracula.” (366)
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Nowhere in the book does Dracula refer to himself as Count and in Chapter III he even
takes a veiled dig at Harker’s repeated mistitling of him by saying, “Who was it but one of my
own race who as Voivode crossed the Danube and beat the Turk on his own ground?.” Stoker
further acknowledges this resentment of Hungary in that same chapter when Dracula says,
“Again, when, after the battle of Mohács, we threw off the Hungarian yoke, we of the Dracula
blood were amongst their leaders, for our spirit would not brook that we were not free.”
Within the established onomastic lens, it seems quite in character for both Vlad Tepes
and the vampire king to be particular about their title. There is nothing in the narrative that
removes the possibility that both Harker and his boss, Mr. Hawkins, used the anglicized form of
the title without understanding the context. Stoker even embellishes this aristocratic heritage as a
core of Dracula’s self-image in Chapter II while further establishing the mindset of the character
that would have grabbed for the gold while being perused to maintain his status rather than be
reduced to the level of a commoner.
Well, I know that, did I move and speak in your London, none there are who would not
know me for a stranger. That is not enough for me. Here I am noble; I am boyar; the common
people know me, and I am master. But a stranger in a strange land, he is no one; men know him
not—and to know not is to care not for. I am content if I am like the rest, so that no man stops if
he see me, or pause in his speaking if he hear my words, ‘Ha, ha! a stranger!’ I have been so long
master that I would be master still—or at least that none other should be master of me. 60
While he does say he would be content with being “like the rest,” he immediately follows
that by declaiming that he “would be master still.” Even when trying to entertain Harker, he can’t

Important to note is the line, “Here I am noble; I am boyar.” Historically, Vlad Tepes was above the boyar class
and even blamed them for the death of his father and brother. On Easter Sunday in 1459, he arrested the boyar
families he believed aided in his father’s assassination. He impaled those too weak for the journey, then forcemarched the survivors to the town of Poenari where they rebuilt a clifftop fortress for him.
60
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help but restate his intention to be so that “none other should be master of” him. And here, again,
he passive-aggressively corrects Harker’s mistakes, “I am boyar;” the term is italicized by Stoker
himself.
Returning to the scene in his London flat, with his resources in danger of being destroyed
by Harker and his hunters and the possibility of defeat imminent, Dracula instinctively saves
whatever supplies he can before making a hated but strategic military-minded retreat. While he
could hide away in some random London cellar, Dracula as established would not allow himself
to be anything less than a ruling class noble. As with the problematic equating of an aquiline
nose to being inherently a Jewish signifier, there is as much to consider regarding the hurried
collecting the capital needed to maintain one’s invasion rather than greed for its own sake. There
is a compelling historical context to ground the fear of what Dracula is, a foreign warlord with
intentions of infiltrating and colonizing England, just as England herself had been doing for
centuries; the predator nation becoming the potential prey. 61
Outside of the Stoker novel, the most compelling point of Jewishness associated with
visual depictions and/or descriptions of Dracula comes from one of his most famous
transmediations and not the book itself; the hexagon-shaped medallion worn by Bela Lugosi in
the Universal’s Dracula. 62 As with the concerns raised over the Count Chocula cereal box, the
shape of the medallion has been simplified down for many reasons, one of which may be the
poor picture quality of the film that was available for years which obscured many important
details. Of the origins concerning the addition of the medallion, added to Lugosi’s costume for
This is the plot of Kim Newman’s earlier mentioned book, Anno Dracula. Here the Count is successful in his
assimilation of the British empire.
62
The novel and its various transmediations have melded into one story-world. This can be seen by people
commonly refereeing to Carfax Abby in relation to the book when it wasn’t until the 1931 Universal film where that
term was first used. In the book it is only Carfax; a building that had never been an Abby. Even in the two stage
adaptations Universal was required to buy the rights to in order to make their film only calls the estate Carfax. The
addition of Abby seems to have been a melding of the estate with the Abby at Whitby where Dracula first lands.
61
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the film adaptation, almost nothing is definitely known. Historian Jimmy Stamp wrote about this
in an article for The Smithsonian.
The origins of the medallion are, however, somewhat mysterious. It only appears in two
scenes, including the first onscreen appearance of Lugosi as Count Dracula (see top image).
Despite its meager screen time, the medallion is Lugosi’s signature piece and has become an
integral part of the visual identity of Dracula. Lugosi was allegedly buried with one version of
the medal, and the other version –if it ever existed– was lost during the production of the film.
For years, the medal has been the focus of speculation among Dracula fans. What did it mean?
What happened to it? What did it look like? Some of that speculation has been answered with the
recent release of an official replica created using new sculpts painstakingly crafted with the aid
of image-enhancement and color-recovery software.
In this early gap of information, the medallion has been claimed to be a Star of David on
account of it having six points. However, since the advent of high-resolution film and image
restoration, both the Lugosi film and publicity stills have been cleaned up and cleanly show that
while there are six points of the medal it is a star-shaped sunburst with six crescent & star finials.
(See Appendix A, Figure #2) Factory Entertainment, the company hired by Universal Pictures to
create high-end licensed replica props, 63 found in their research on the history of the medallion
that “This motif is common in the late 19th and early 20th-century Islamic world and is seen on
many antique medals and decorations of that period from the Ottoman Empire and Kingdom of
Afghanistan which bear striking similarities to the original prop.” (See Appendix A, Figure #3)
The hexagon symbol has a wealth of meaning from different countries and cultures when placed
under the globalgothic lens, which will be delved into in greater detail shortly.

63

Dracula’s medallion currently set at $249 US
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As to how an apparently Islamic military medal ended up on the Count, potential reasons
surfaced during their research.
Both [the Ottoman Empire and the Kingdom of Afghanistan] were recently dissolved or
in the process of dissolution at the time that Dracula was produced, and it can be presumed that
quantities of their military surplus material were available on the open market and would not
have been considered particularly valuable. Universal had released the epic film All Quiet on
The Western Front the year previously in 1930, with the same Art Director, Charles D. Hall, the
same producer, Carl Laemmle Jr., and much of the same crew. Therefore, period military
costume and prop elements would have been widely available and familiar to the production
team on Dracula.
Similar designs for other Islamic nations, most notably in the nation of Morocco and the
Order of Nichan-Hafidien (See Appendix A, Figure #4) as well as the Cherifien Order of
Military Merit have been used. (See Appendix A, Figure #5) However, none of the known
medals perfectly align with what was seen in the film. The researchers at Factory Entertainment
offer their opinions on why this discrepancy may have arisen.
It is our hypothesis that the original prop was a specially manufactured costume piece
created using simplified castings and copies from found real-world parts. Any obvious
identifying marks of detail that might have betrayed the origin of those parts or that would have
appeared too obvious on-screen were deliberately concealed. Any elaborate decoration or
embellishment that may have caused issues in filming such as reflections or lens glare was also
avoided.
It appears there is strong supporting evidence that the reasoning for the creation of this
specific, and now iconic, accessory was to add a military flair that would not be uniquely
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recognizable to a general audience while still being clearly visible without causing reflection
issues from the prop itself. 64
Intentional or not, it can be argued that using a six-pointed medallion as decoration for
the villain of a film can be read to signify a literal bloodthirsty Shylock. This equation of a
hexagram to inherent Jewishness is problematic as it is applying a narrow focus to a relatively
common cross-cultural shape. Adding to this complicated semiotic interpretation are the
conditions surrounding the nature of the studio where the film was shot. Universal Studios
founder, Carl Laemmle, was a German-born Jew who moved with his family to America in 1884
and in 1914 moved near Los Angeles and founded Universal City Studios. In a 2017 article for
Deutsche Welle, “Carl Laemmle, the German who invented Hollywood,” Julia Hitz writes:
As a Jew, he lost his honorary citizenship in the town that had named one of its
streets after a Nazi in 1933. After producing the anti-war epic All Quiet on the
Western Front in 1930, he was banned from traveling to Germany altogether…
Carl Laemmle spent the last years of his life dedicated to saving Jewish families.
Until his death in 1939, he pledged for over 300 Jewish families, allowing them to
flee to the US, thereby saving them from death in concentration camps.
Carl and his son, Carl Jr., were hands-on with their productions during their entire tenure
as owners of the studio and were often found down on set while filming occurred. 65 One
wonders why they might have not considered the implications of the medallion. A plausible

There is also the potential for irony in dressing the Count in a military honor from an empire the historical Vlad
Tepes was at war with most of his life. One can imagine the vampire Dracula purposefully wearing a symbol of a
vanquished foe as a trophy: a subtle warning to the people around him.
65
In the case of the Spanish film version of Dracula, shot at night on the same sets as the American production,
Laemmle’s second-in-command, Paul Kohner, was the producer on the project. Kohner, himself a Jewish immigrant
from Austro-Hungary, rarely left the set of the film, let alone the studio. “‘You have to sleep, Kohner-how can you
do it?’ asked Carl [Laemmle]. ‘Oh, I know how to do it,’ the ambitious young man replied. ‘I sleep between shifts
on a couch in my office’.” (Skal Hollywood Gothic 212) Once the production wrapped, Kohner married the leading
lady of the film, Lupita Tovar.
64
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reason for this oversight is that the production was often hurried, and mistakes were made in the
rush to complete the film. Additionally, in post-production, many scenes were cut and rearranged to stay clear of censorship. An example includes Renfield crawling towards an
unconscious maid on the floor with the apparent aim to drink her blood and, a few scenes later,
she with the attendant, Martin, as he shoots at a bat and shows no signs of having been attacked.
Another, and rather glaring omission, is the staking (or rather, lack of staking) of Lucy. After she
has been established as the “Bloofer Lady” who is feeding on children, she isn’t mentioned
again. Presumably, she still haunts England. During the six-week shooting schedule, it is
probable that in-frame details would be missed. While up-close the separate sunburst pattern and
star and crescent motif were more easily seen, against the white background of Lugosi’s shirt
many of the sunburst’s peaks were lost and the six points gained a stronger prominence. 66 (See
Appendix A, Figure #6)
Returning to the previously mentioned narrow interpretation of the hexagon in the film,
the application of the globalgothic lens allows for the opportunity to explore other uses of that
geometric pattern. The history and multiple associations of a six-pointed shape would be
exhaustive and beyond the scope of this research; however, here is a sample of those
connotations found on the world stage. In her article, “What is a Six-Pointed Star Symbolic Of?”,
Halina Minadeo writes of the hexagram:
Unlike symbols such as the menorah and the Lion of Judah, the six-pointed star is not a
unique image to Judaism. Other religions, including Hinduism and Buddhism, also use the shape

66
This missing of an in-frame detail is not unheard of and is supported by the accidental inclusion of a piece of
cardboard that can be clearly seen attached to a lamp in Mina’s room as Dracula stalks towards her and the camera.
While there is some debate as to how intentional this may actually have been, the cardboard was most likely there to
block excess light from the lamp from falling on the actress’s face during another shot and it was not removed
during this specific take.
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as symbolic of the merging of spiritual elements such as the male and female and as God and
humanity. Perhaps the oldest example of the six-pointed star is thousands of years old, found in
Southern India on the walls of Hindu temples. In Hinduism the hexagram stands for “NaraNarayana,” the balance of man and god achieved through meditation and resulting in nirvana.
In Chinese history, a book of divination called the I Ching (sometimes spelled as Yi Jing)
67

used a series of sixty-four hexagrams to foretell the future. In this case, the symbols are made

up of a series of six lines in various configurations and so there is no one set image. 68 In
Buddhist, Shakta, and Hindu religions, there is a symbol known as the Anahata or heart chakra.
The term Anahata roughly translates as unhurt or unbeaten. This symbol is representational of a
state of balance of the heart resulting in calmness and serenity and is predominantly depicted
using a hexagon shape. At times it is depicted using the petals of a lotus flower which resembles
the Lugosi medallion, (See Appendix A, Figure #7), and other times using two overlaid triangles,
one pointing up and the other downward, which is nearly identical to a Star of David. This
semiotic connotation in connection with Dracula allows for an inversion of the Anahata meaning,
in that he is in a state of balance but resulting from ambition and excitement rather than calmness
and serenity; causing hurt and pain to others along his path to power. 69
Referring back to the Nara-Narayana, the symbol likewise means a divine balance, a state
that very few entities could claim. In Dracula’s case, it is not Nirvana as most people would
understand it that he works to attain but, as we’ve seen with the Anahata, a dark inversion of that
state, much in line with what has been suggested with the Catholic eucharist.
Often translated as Book of Changes.
There has been many transmediations of the Dracula narrative to include Asian influences. Francis Ford
Coppola’s 1922 film adaptation had costumes created by Eiko Ishioka and crafted to include Asian esthetics. In the
2007 documentary “The Costumes Are the Sets,” created to coincide with the film’s collector’s edition and blu-ray
releases, Ishioka stated her vision was to express a “hybrid culture, where East meets West.”
69
It is interesting to consider how it is the heart where the vampire is most vulnerable with the Anahata being the
heart chakra.
67
68
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Throughout the twelfth and thirteenth centuries in Spain, there was animosity between
the heavily Roman Catholic rulers and the Muslim Moors living within the country’s borders.
During this time, the history of the hexagram was far broader in scope. Pamela A. Patton,
Director of the Index of Christian Art at Princeton University, wrote an analysis of semiotics in
Spanish art during the twelfth and thirteenth centuries and how the hexagram was utilized for the
depiction of non-Christian groups as a collective.
Found in a manuscript where hexagrams also are linked with Muslim soldiers, these stars
become a more flexible, even generic, sign of alterity, one applicable to multiple faith groups
outside the Christian majority…The key to all these images is the consistency with which the
hexagram was applied to all of Spain’s non-Christian Others. In all the works examined here, as
so often in the thousands of illustrations produced for the Cantigas de Santa Maria, the sixpointed star remains associated consistently with non-Christian rather than Christian figures.
(131)
Rather than specifically denoting a Jewish identity, Spanish authorities used the
hexagram to identify people they considered outside of their Roman Catholic identity. This
“outsider” connotation for a person wearing a hexagram is not a unique situation. For a secular
example, we see the hexagon as the common symbol for sheriff departments. (See Appendix A,
Figure #8) A person wearing the six-pointed badge is to be identified as both an enforcer of the
law and one somewhat outside the law, occupying a liminal space. 70 These officers,
coincidentally, also wear a monochromatic color scheme as part of their semiotic appearance,
much like Stoker’s vampire.

In that they are allowed leeway to break certain laws in the execution of their duties. IE, speeding to catch a
suspected criminal.
70
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Along these lines is the reoccurrence of the hexagram in alchemical formulas and protoscientific texts. This connects to Prana Films’ creator, Albin Grau’s, deep belief in occultism. He
belonged to several occult groups while at the same time he was the producer, costume designer,
and art director for Nosferatu. We see occult and alchemical signs in a letter Count Orlok sends
to Renfield, one of which is a hexagon with a symbol in in the center of it; much like the
Anahata chakra. 71 This may be in reference to a line in chapter 18 of Stoker’s novel concerning
Dracula’s family’s academic inclinations. “The Draculas were, says Arminius, a great and noble
race, though now and again were scions who were held by their coevals to have had dealings
with the Evil One. They learned his secrets in the Scholomance, amongst the mountains over
Lake Hermanstadt, where the devil claims the tenth scholar as his due.”
There is a rich history of meanings attached to the hexagon cross religions and cultures.
With a globalgothic frame of reference, we can see how many fascinating interpretations can be
offered regarding the 1931 medallion alone. Crafting a one-to-one ratio between symbols can be
difficult to navigate and opens the door to larger issues. Judith Halberstam herself, one of the
scholars who initially supported the Jewish Dracula interpretation came around to this
conclusion.
By the time my doubts had been fully expressed and confirmed by other readers, I
discovered that, rather than revealing a hidden agenda in Stoker’s novel, I had
unwittingly essentialized Jewishness. By equating Jew and vampire in a linear way, I had
simply stabilized the relationship between the two as mirroring but had left many
questions unanswered, indeed unasked, about the production of monstrosity, whether it
be monstrous race, monstrous class, monstrous sex. (88)

71

Additionally, Prana Films is a direct reference to the Hindu concept of a life-force, also called prana.
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In the end, larger classroom discussions can be had concerning how different cultures and
religions interpret these six-pointed symbols. This examination concerning the non-verbal
semiotic expression of character can be a useful activity for both students and faculty alike,
which will be elaborated on further in Chapter 4.

Chapter Reflections: “There Are Such Things!”
Often our first impressions are made on our interpretation of the visual cues around us.
While we can grow and learn to reevaluate these initial impressions, we can’t stop them from
automatically forming. They are integral parts of most people’s daily lives, experiences, and their
ability to navigate social situations. Adler & Proctor write how “we strive to create an image of
ourselves as we want others to view us… Along with impression management, nonverbal
communication reflects and shapes the kinds of relationships we have with others.” (214) When
we have seen an image often enough, sometimes since birth, we are not wont to examine it
closely unless someone draws our attention to it. I grew up with a door in my house and it wasn’t
until I was nineteen that I first noticed that the etched glass image on it was of hunting dogs
flushing a pheasant. We may see, but we don’t always look. And that goes with our pop-cultural
icons.
Even when an individual is well-educated enough to perform the mental tasks needed to
reexamine their impressions and finally see the hunting dogs, they are rarely as equally informed
regarding visual context from decades or even centuries past. While a modern individual may
notice the man with a hunting horn in the background of the glass in my door and know enough
to understand the context, it is far less likely that same modern individual will know the history
of live theatre and stage magic well enough to place Dracula’s wardrobe in its initial cultural
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position. It is just as improbable they would know about the many cultural associations of a sixpointed star, the shared visual cues and overlapping history between Orlock and the Golem, or
the diametrically opposed connotations of having an aquiline nose. Without that historical
context, we can form any number of opinions of Dracula in the 21st century; the danger is in
applying those same impressions to the original Stoker novel or even the 1931 Universal film.
Visual cues often bypass our conscious thought and trigger reactions in us we may not
even be able to give voice to, let alone properly contextualize. While we can still function in our
analysis of these texts to the point of stringing together a coherent interpretation, something of
the depth of meaning and history may be sacrificed to meet the thirst for a fresh, new
interpretation simply for the sake of doing so. Following the trajectory of Dracula from the
written word to multiple forms of visual media brings with it an invitation to explore the
semiotics of several forms of cultural expression, including theatre, magic, film, and painting. It
also challenges us in how we interpret cultural images and warns us against assuming an
essentialist approach to their identity.
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CHAPTER IV: RESEARCH IN INTERDISCIPLINARY STUDENT ENGAGEMENT

Prologue
In fulfillment of doctoral studies at Illinois State University, all Ph.D. candidates must
design and implement a course based on their area of focus. At the time of my internship, I knew
I would focus on the vampire archetype in literature and pop-culture remediations for the reasons
stated in Chapter 1. My research and data collection were predicated on literacy development for
an interdisciplinary, general education course, IDS121: Texts & Contexts. The theoretical basis
for student engagement was Cohen’s Monster Theory, with the books and stories under review
primarily being Western texts of American and British origin due to the abundance of wellknown vampire-focused gothic texts from those traditions. After coming to focus my studies
towards the globalgothic and away from a more canonical study of traditional vampire literature,
I redesigned the course to implement changes based on that larger cultural framework and to suit
the needs the internship data suggested.
In this final chapter, there will be two major sections. The first presents the data and
observations gleaned from the internship research, as well as the methodology used for collecting
it. I share my observations and insights, born from both the research conducted and a decade of
college teaching experience, and set down the changes I felt were needed on a basic, structural
level. The second section involves the specific changes implemented in light of the research
conducted regarding the globalgothic, onomastic, and non-verbal components which not only
corrected what I view as failings of the initial course but more broadly improved the
multicultural aspects, making it a more diverse experience.
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Section 1: Researching the Interdisciplinary Vampire

Course Design and Teaching Methodology
With a background in both Literature and as an Educational Specialist in Literacy
Leadership, I chose to focus my internship on an examination of students’ ability to critically and
creatively engage with strong literacy practices. 72 To this end, I began by collecting pedagogical
works from literacy scholars and those whose specialty is implementing literacy policies in the
K-12 settings. Reviewing these materials allowed me to understand the places my students were
coming from and see what benchmarks are currently widely adopted in grade and high schools;
this review guided my efforts to hone my teaching methods to best suit those realities. I
narrowed my critical bedrock to concentrate on the ideas proposed by Harvey J. Graff, as his
writings streamlined the multitude of ideas and concerns into a single line of reasoning and
created a flexible framework to build from. In his 2011 book, Literacy Myths, Legacies, &
Lessons, Graff sets down the foundations of what basic literacy entails:
Literacy is defined as basic or primary levels of reading and writing, and their analogs
across different media, activities made possible by a technology or set of techniques for decoding
and reproducing printed materials, such as alphabets, syllabaries, pictographs, and other systems,
which themselves are created and used in historic and material contexts. (37)
Further in the book, he elaborates on what literacy looks like in use and some of the
principles that guide its implementation in K-12:

According to the William and Mary School of Education, Literacy Leadership is a field of study that “provides
the context for teachers to study, develop, share, and learn from state-of-the-art methods for teaching and
leadership that are necessary to become a master teacher, reading specialist, and literacy coach.”
72
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Literacy is a product of the specific circumstances of its acquisition, practice, and
uses, and so reflects the ideologies that guided them. School literacy, in particular,
is neither unbiased nor the expression of universal norms of reading and writing.
It reflects the structures of authority that govern schools and their societies. (65)
Using Graff’s work as a baseline, I elected to not solely focus on the readings assigned in
class but to also encourage students to do research across “different media” and to explore “other
systems” as they researched topics of their interests. As the vampire has been remediated across
media and cultures, its global footprint dovetailed nicely into that exploration.
Graff states that literacy “is neither unbiased nor the expression of universal norms of
reading and writing.” I tailored my teaching practices to allow students the freedom to use their
inherent interests and career goals to shape their interactions with and comprehensions of the
classroom materials. It seemed a best practice to attempt to harness that biased nature of literacy
to work in their favor by grounding the learning experience within the framework of a student’s
personal preferences, rather than try and fight against it.
This personalized freedom would occur in such a way as to fold their driving interests
into a larger discussion with the ideologies of the classroom structure as crafted by myself, a
representative of “authority that govern[s] schools and their societies.” The expression of these
freedoms ultimately took the form of the final course paper and its accompanying in-class
presentations where students had to connect the readings and assignments to their field of study
or career goals. The paper required students to research their current major or one they hoped to
pursue and to place it in conversation with the readings for the course. Ideally, the paper and
presentations would broaden their context for fictional vampire stories and create a form of
multi-disciplinary literacy. In my position as an adjunct faculty member for a community

139

college, I find it beneficial to tap into students’ interests and career goals, regardless of what they
might be and regardless of their status; be they a traditional, dual-enrolled, or returning student.
The nature of the community college is such that it serves a wide variety of students and
flexibility in the choice of research, in my decade of teaching experience, seems to benefit
everyone. By creating assessment tools that allow students to tailor their experiences to work
with their learning biases, I am giving them greater authority over their studies while maintaining
a robust focus on the course materials. 73
In their 2011 book, Disciplinary Literacy: Redefining Deep Understanding and
Leadership for 21st-Century Demands, Thomasina and William Piercy talk about literacy’s
position beyond mere classroom discussions and how it empowers real-world change. They write
about how “[l]iteracy’s dynamic interactions empower disciplines, create understanding, and
communicate knowledge, resulting in individual and societal transformation.” (66) In Jacqueline
Brayman and Maureen Grey’s 2011 book, Taking Flight to Literacy and Leadership!, they focus
on examining effective classroom instruction regarding uptake and student engagement. Their
research demonstrates that students engage with materials to a greater degree when they have
agency over their selection than when they are simply assigned texts:
The research of Brookfield (1983) suggests that there is a need for balance between the
authority-controlled and learner-controlled learning. In a shared control model for learning, it is
desirable for the learners to create their own learning in order to establish motivation and a sense
of community, as well as to validate the desirability of the activity and materials. (90)

Learning biases refers to a student’s background and antecedent knowledge that informs how they approach
literature. This does not refer to issues of racism, sexism, religious persecution, etc. When those biases do arise in a
class, it is my job to use them as teachable moments and to offer learning materials to help develop a broader
perspective.
73
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As with the statements of MIT’s Charles Vest, and the writings of Kathryn Jablokow and
Yakov Ben-Haim concerning the humanities critical role in the STEMM fields, we see reading
and comprehension being placed in the context of being transformative for society as well as for
the individual student. 74 The lesson plans for the course needed to be dynamic to take advantage
of those aspects while also allowing for individual expression and agency in the overall learning
experience. Integrating research based on a student’s specific major or career goals fit a model of
shared control learning that I consider critical for student success.
I’ve often found students tune out lessons or remain unengaged with texts because they
feel the information does not intersect with them as either people or as part of their career goals.
In my experiences, they see the course content as authority-based and reflective of a series of
hoops they need to jump through rather than acquiring useful information and scaffolding that
knowledge towards future assessments. When working with non-English majors, which often
happens in a community college setting or interdisciplinary and general education courses, I am
not preaching to a devoted choir and so I adopt the adage of “show, don’t tell.” Simply telling
them that this information or those activities will tie into their interests and as such they need to
put their best effort into the learning process isn’t nearly as effective as when students see and
experience that learner-controlled research and development.
When fine-tuning the course and its tools for assessment, I included ideas of what may be
problematic for students to encounter as a means of crafting my continuum concerning the
learning objectives and activities. One reoccurring concern I have is that I often see students
unable to articulate their thoughts and feelings. Instead, there is a strong attempt by most of my
students to try and find a hypothetical “correct” reading of a text, one favored by the instructor.

74

See Chapter 1
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To help balance student biases against my own regarding concepts of what a text likely means, I
wanted to find multiple ways to keep students engaged with the intellectual pursuits of the course
on a personal level. While accounting for professional interests, I was concerned about losing the
human side of the equation, especially in light of how research has demonstrated that
engagement with darker materials can help students develop coping mechanisms for common
stressors. Students who could see themselves and their world reflected in the literary texts would
be more likely to embrace those mechanisms as applying to them. I wanted to include an
opportunity for students to connect to the stories on a personal level and decode them outside a
strictly academic lens.
In 2016’s Literacy Leadership in Changing Schools, Shelly B. Wepner writes about the
ways that literacy is enhanced by making direct connections between readings and students’
actual experiences. “Individual stories can transform students’ lives, but potentially even more
powerful and transformative are text sets that explore issues, themes, and questions that connect
to students’ lived experiences.” (213) To this end, I chose to tackle the considerations raised in
Nina Auerbach’s 1995 seminal scholarly work, Our Vampires, Ourselves. Her book was the first
major work that challenged an audience to read the vampire in terms of their understanding of
the world and experiences. Our Vampires, Ourselves speaks to fear as being “an ongoing cultural
and personal presence.” (3) Auerbach was one of the first critics to note how malleable the
vampire is in terms of the representation of personal and cultural fears:
But since vampires are immortal, they are free to change incessantly. Eternally alive, they
embody not fear of death, but fear of life: their power and their curse is their undying vitality…
To the jaded eye, all vampires seem alike, but they are wonderful in their versatility. Some come
to life in moonlight, others are killed by the sun; some pierce with their eyes, others with fangs;
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some are reactionary, others are rebels; but all are disturbingly close to the mortals they prey on.
I can think of no other monster so receptive. Vampires are neither inhuman nor nonhuman nor
all-too-human; they are simply more alive than they should be. (5-6)
Following these sentiments, during my initial design of the inaugural course I crafted a
short midterm essay where students would be encouraged to access their own lived experiences
and place them alongside several stories with varying themes and uses of the vampire archetype.
The midterms would allow for a more emotionally driven literacy rather than the more
intellectually focused pursuits featured elsewhere in the course assessments. It would also add
dimension for students to express themselves and their understanding of texts, thus giving them
agency over what parts of their lives they found reflected in the texts.
Looking to the final assessment tool for the course, the end of the semester presentation, I
conceived how students would be required to include multi-media aspects into their presentations
to better engage with and instruct their fellow students in the real-world connections between
works of vampire fiction and the student’s real-life interests and intellectual pursuits. The
students were encouraged to include music, videos, pictures, or artwork in their presentations as
a way to demonstrate their transmedial understanding of the concepts and connections between
their best reading practices and artistic representations of those literary origins.
In her 2011 book, Literacy Leadership to Support Reading Improvement, Mary Kay
Moskal further supports the inclusion of multimedia into best literacy practices. Moskal writes
that “Instructional literacy activities that were hands-on, multisensory, and that allowed for
movement, challenge, and competition were apt to seem the most attractive and productive” (64)
when compared to lecture-based instruction and standardized tests for assessment. While my
smaller lessons throughout the semester would include these features, it made sense that the
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culmination of the semester’s focus incorporate dynamic, hands-on, and multisensory aspects to
tie everything together as the final level of scaffolded learning and to anchor students’ final
uptake as firmly as possible. These sentiments and influences founded my methodology
concerning literacy acquisition and implementation when crafting and implementing my
interdisciplinary globalgothic inspired course.

The Course’s Critical Lens Focus: Monster Theory
The main critical text students read for the course was Jeffrey Jerome Cohen’s article
titled “Monster Culture (Seven Theses).” “Monster Culture” was written by way of an
introduction to the 1996 collection of essays called Monster Theory: Reading Culture. In his
opening chapter, Cohen proposed seven theses as “a method of reading cultures from the
monsters they engender.” (3) To aid students with their engagement with the assigned fictional
vampire texts, I felt that these seven statements would allow for a more flexible lens for
deconstructing the monster as a genre than other current frameworks regarding their cultural
significance, both in terms of their historical placement as well as their current interpretations.
This flexibility seemed to me to fit into the suggested qualities offered by the experts concerning
the accumulation of strong literacy skills in that the theses allowed for freedom of choice
concerning how students interpreted the stories from the position of their unique interests:
We live in an age that has rightly given up on a Unified theory, an age when we realize
that history (like ‘individuality,’ ‘subjectivity,’ ‘gender,’ and ‘culture’) is composed of a
multitude of fragments, rather than of smooth epistemological wholes… Rather than argue a
‘theory of teratology,’ I offer by way of introduction to the essays that follow a set of breakable
postulates in search of specific cultural moments. (3-4)
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These seven categories are explored in greater detail by Cohen and create a virtual net to
catch a multitude of details and interpretations that may be offered by students as they engage
with the assigned books and stories. 75 I believed it would create a guide to aid students to
personalize their readings in the class, thereby increasing their overall uptake from the readings
and assessments as suggested by Graff, the Piercys, Brayman, and Grey.
For each book or story students read they were required to fill out what I termed a
“Vampire Journal,” in which they were required to research the history of each text and to place
the story’s vampire within the seven theses framework. In my lessons, I stress to students how,
as Cohen writes, “these monsters ask us how we perceive the world, and how we have
misrepresented what we have attempted to place. They ask us to reevaluate our cultural
assumptions about race, gender, sexuality, our perception of difference, our tolerance toward its
expression. They ask us why we have created them.” (20) The expectations for these journals
were for students to demonstrate their understanding of critical and creative connections between
“Monster Theory” as an evaluative lens of our current culture and the texts under discussion.
These student-generated texts formed the bedrock of classroom discussion and student analysis
and helped students articulate their uptake.

Literary Texts Assigned for the Course
There were four short stories and five novels assigned for textual analysis. Each text
chosen is considered a foundational work in vampire literature or would challenge the common

Cohen’s seven theses are “The Monster’s Body is a Cultural Body,” “The Monster Always Escapes,” “The
Monster is the Harbinger of Category Crisis,” “The Monster Dwells at the Gates of Difference,” “The Monster
Polices the Borders of the Possible,” “Fear of the Monster Is Really a Kind of Desire,” and “The Monster Stands at
the Threshold… of Becoming.”

75

145

conceptions of what constitutes a vampire. The short stories were assigned to students in the
order presented here.
The first short story was John Polidori’s 1819 novella, “The Vampyre.” This is
considered the first completed prose fiction concerning a vampire in English Literature. 76
Written by Lord Byron’s personal physician, it was inspired during the sojourn Polidori and his
employer took at the Villa Diodati in Geneva, Switzerland, with Percy and Mary Shelley. 77 The
story concerns the story’s protagonist, Aubrey, encountering the mysterious Lord Ruthven who,
after being mortally wounded in a bandit attack, makes Aubrey promise not to speak of
Ruthven’s death for a year and a day. Upon returning to London, Aubrey is shocked to find
Ruthven alive and well and living under a new title. Ruthven seduces Aubrey’s sister and, bound
to his oath, Aubrey is unable to convince her to stay away from Ruthven without telling her that
her suitor is a reanimated corpse. Ultimately Aubrey fails to save his sister who is drained of
blood on their wedding night, the same night his oath to Ruthven was to end. The story was
selected based on its place in the literary canon and its initial establishment of the conventions of
the vampire for English audiences.
The next assigned story was Mary Wilkins-Freeman’s 1902 story, “Luella
Miller.” The narrator, Lydia Anderson, recounts how Luella Miller was a strikingly beautiful
woman who had people in her life grow weaker the more they worked on her behalf until they
finally died. In the end, no one is left alive who is willing to help Luella and she perishes from

In 1813, six years before Polidori’s story, Byron published a segment for an, ultimately, incomplete ballad. Titled,
“The Giaour, A Fragment of a Turkish Tale,” the poem centers on a concubine of Hassan’s harem who falls in love
with a non-Muslim. The woman, Leila, is drowned by Hassan and the “giaour” kills him in revenge. “But first, on
earth as vampire sent, they cor[p]se shall from its tomb be rent; then ghastly haunt thy native place, and suck the
blood of all thy race.” The word “giaour” is actually an offensive term in Turkish for a non-Muslim. In modern
readings, the poem has been criticized for its romantic Orientalism themes which was common in Byron’s time.
77
It was during this gathering that Mary Shelly had a dream of a reanimated corpse and began work on
Frankenstein, one of the most globally influential works of fiction.
76
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being unable or unwilling to fend for herself. The selection of the story was to illustrate the
variety of vampire archetypes and to explore the issue of empowerment and how societal
constraints could cripple a woman’s ability to be proactive in her own life.
After “Luella Miller,” I assigned H.P. Lovecraft’s 1928 story, “The Shunned House.” A
cosmic entity has been buried in the cellar of an old house and drains people of their blood and
vitality while causing madness in anyone who stays too long in the house. The narrator and his
uncle, Dr. Elihu Whipple, do not believe in the supernatural explanations for the strange events
in the house and take along scientific measuring equipment as well as gas masks and six carboys
of sulfuric acid should they need to destroy any infectious materials. The narrator even laments
not bringing along a flame-thrower but believes they have enough equipment to protect them.
The cosmic entity that had fallen to earth a millennia ago stirs in the basement, kills Whipple, but
is ultimately destroyed itself when the narrator dumps the sulfuric acid on the floor, burning
away the emerging arm of the space vampire. My reasoning for selecting this story was to again
challenge what we consider the parameters of a vampire while also setting up the idea of science
being used to identify and destroy evils thought to only have existed in legends. This was
intended to lay the groundwork for when we covered Dracula and explore how science and
technology were the tools that ensured the Count’s defeat.
The final short story, taught in conjunction with “The Shunned House,” was H. G. Wells’
1894 story, “The Flowering of the Strange Orchid.” Wedderburn, a middle-class Englishman,
laments a dull life and goes about purchasing orchid bulbs imported from foreign countries in the
hope to name one after himself and gain notoriety. The bulb he purchases is severely distrusted
by his housekeeper/cousin due to its appearance and how the people, poor natives of the
countries where the bulbs are found, died while procuring it. The plant proves to be deadly as its
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vines and suckers latch on to Wedderburn and nearly drain him to death. Only his housekeeper’s
actions save his life. When paired with “The Shunned House,” there is a scientific theme
interlaced with the legends of the vampire. It was also selected for the course for its themes of
colonialization and the opening to discussions on Victorian importation and assimilation of
materials from their colonies.
After easing students into the readings through the short stories, I assigned five novels. 78
The first text under investigation was Richard Matheson’s 1954 novel, I Am Legend. After a
pandemic, Robert Neville appears to be the last human left alive and each night hides in his
fortified home while vampires attempt to get in. Each day he goes out, gathers supplies, and
stakes any vampires he finds. In the end, he discovers a society of vampires who have retained
their humanity through medication but were being murdered by Neville as they slept. He is put
on trial and is sentenced to death after realizing that he had become the monster of legend. My
research was conducted pre-Covid and so the reasoning for the selection was based more on the
novel’s being an accessible modern text about looking at who is “monstered” in a story and why
that is, rather than a relatable situation in the guise of a global pandemic.
The next text was Anne Rice’s 1976 book, Interview with the Vampire. I won’t rehash the
plot here as it is commonly known. I will simply say I chose the book as a way to discuss gender
representations and family dynamics through the relationships of Louis, Lestat, and their adopted
vampire daughter, Claudia. I will go into more detail about the book which followed Interview,
Suzy M. Charnas’s 1980 work, The Vampire Tapestry. This is a brilliant deconstruction of the
vampire as a creature of reality and how such a creature would survive through the years. Instead
of retractable fangs, Dr. Weyland has a tooth under his tongue which pierces the skin. He is
I found I had overburdened the students with a reading list too robust for them to handle and I made cuts to the list
which will be looked at later in this chapter.
78
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unaffected by sunlight or holy symbols but displays no supernatural powers held by Dracula. In
the first of the five sections that comprise the novel, Charnas shows us the vampire, Weyland, as
a history professor, a role he chooses time and again because it is where, he reasons, a person can
be eccentric, and it is considered part of the job description. In the subsequent sections, he is
chased away from his position when his nature is revealed and he goes on a journey of deep
introspection on his nature, something he never felt the desire to do previously. It is this selfreflection and evolution of the character, along with again challenging preconceptions of the
vampire image, that made the book a selection for the course.
The next selection was Bram Stoker’s 1897 classic, Dracula. The story is well known
and its inclusion in the class was based on it being the single most innovative work of vampire
fiction. As the final work for the course, I selected Terry Pratchett’s 1998 novel, Carpe Jugulum.
My reasoning here was that I wanted to end the semester with something light-hearted but also
thought-provoking. The plot concerns vampires invading a small kingdom that has a matriarchy
headed up by witches; witches who are aligned with the Wiccan idea of wise women who
happened to also have magic on their side rather than the Shakespearean crones of Macbeth. The
patriarchal aristocratic vampires offer a strong contrast to the county witches and explore themes
of sexism, racism, and imperialism through the use of Pratchett’s trademark humor.

Brief Description of Assignments

Surveys
Three times during the semester, students responded to a series of writing prompts
created to gauge their understandings of the texts and to track how their interpretations of the
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vampire genre evolved. When I first shaped the class for my initial research, my intention had
been for students to write a five-page analysis of how their learning evolved through their
understanding of the functions of signifier/signified aspects of the vampire as they appeared in
their primary texts and multimodal remediations. This length, plus the repetition of questions
intended to gauge student responses over the course of the semester, made the nature of the
surveys unsuitable for my purposes. During my first teaching of the class, I had to remake the
focus of the second survey before I made it available to the class. Those changes have since
carried over into subsequent teachings. The nature of the revisions will be looked at more later in
this chapter.

Vampire Journals (Uptake Journal)
These artifacts were constructed by students detailing the information concerning each
vampire character they encountered as well as the attributes they possessed. The semester-long
series of documents was to have students identify each vampire’s strengths and weaknesses,
backgrounds, contexts both current and historical, as well as how they fit into the seven Monster
Theory thesis. Students were required to read and review Cohen’s article throughout the semester
to address these requirements. While these requirements did not change from concept to
implementation, I did have to take class time to review the theses in class and continuously
correct student misconceptions about what was being asked for. The nature of these
misconceptions will be examined shortly.
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Presentations
As previously stated, as part of their preparation for their final assignments, students
constructed a five to eight-minute presentation of their understanding concerning how selected
texts from the semester’s readings connected to their academic studies. Using various visual aids
of their choosing, students were required to demonstrate their critical understanding of their
selected texts as they overlap with their interests and goals. The presentations would not only fit
the parameters as required for the course I was slotted into but would also call back to the
literacy-building techniques suggested by Literacy Leadership experts as it required a
multimodality aspect to the project. These presentations would double as a framework for the
students’ final papers.

Final Paper
The final artifact created by students was to have been a ten-page paper (not including the
work cited page) exploring how the vampires that had been covered throughout the semester tied
into student’s personal chosen future disciplines. This paper encouraged the incorporation of
writings from student’s Vampire Journals as they were required to cite specific notes from their
notes. As with the Surveys, this goal proved somewhat untenable, and the length requirement
was ultimately shortened to an eight-page paper.

Analysis of the Data
My internship class, IDS 121: Text & Context, began with a total of thirty students. One
student failed the course by turning in only one assignment and was not a viable source of data
for my research. Additionally, two other students chose not to participate in the research as per
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their release forms. This allows for twenty-seven students’ work to be included in this project
and analysis.

Warm-Up
At the start of the semester, students were given a handout with the image of a man in
formal evening attire with a top hat and cape. 79 Students were asked to write down the eight
terms they best felt described the man’s personality as based only on the picture provided. The
purpose of this was to not only get students to begin to analyze their automated responses to
visual rhetoric but to also lay the foundation for when we later talked about the remediations of
Dracula. Of the twenty-seven responses, only four listed any terms that could be seen as
negative. Examples included terms such as uptight, pompous, malicious, rude, snotty,
manipulative, arrogant, and egotistical. Of the remaining twenty-three responses the terms were
unilaterally positive with common terms being kind, nice, outgoing, confident, friendly,
intelligent, helpful, respectful, and clever. These results support the research stating that people
will look more favorably on an individual based on their appearance and how pleasing it is,
regardless of how the connection between appearance and personality is tenuous at best. 80 This
connected to the first survey students responded to for the class.

Survey 1 81
The first major assignment was a survey designed to create a baseline of knowledge
concerning students and their antecedent knowledge about vampires in literature and film. Only

See Document A in the Appendix B.
See Ronald Adler and Russell Proctor, Simon James Cathcart, and Dolores Monet in Chapter 3.
81
See Document B in the Appendix B.
79
80
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one student had previously read Dracula, and no student had watched an adaptation of the novel.
Only thirteen students reported having read vampire-related books, all of them being the Twilight
series. When asked about having viewed films or television shows with vampire characters
twenty-two students stated that they had, with the majority being the 2008 film adaptation of
Twilight along with films such as 1987’s The Lost Boys, 2012’s Abraham Lincoln: Vampire
Hunter, and television shows such as 2016’s Vampire Academy and 2008’s True Blood. The data
shows that the majority of the students had some interactions with the vampire archetype beyond
contact information picked up through other forms of marketing and media.
Important to note is that students were then asked to list the top five words they most
closely associated with the word vampire. Of the responses given almost all were either items
they associated with the vampire (garlic, crosses, sunlight, coffins, etc.), or they were generally
considered negative terms such as evil, murderers, cold, sneaky, dangerous, parasite, cursed,
damned, etc. Only seven responses had potentially positive descriptors, and those were focused
on variations of two terms: attractive and mysterious. What I find interesting is that the majority
of students’ experiences with vampire stories were focused on the Twilight and Vampire
Academy series where the vampires are the main characters and are written to be sympathetic.
While vampires do figure in as the occasional antagonist in both series, it caught my attention
that students were using negative descriptors in their answers while the stories they were taking
in did not align with the vampires-as-monsters paradigm.
As the semester progressed, I found there was often a disconnect between the materials
we were reading, and the ways students were talking about the characters and plots. This
disconnect appeared to stem from an inability to scaffold their learning and build upon previous
readings and activities to engage with the new assignments. In their 2011 book, Literacy
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Leadership to Support Reading Improvement, Mary K. Moskal and Ayn F. Keneman write how
“with increased motivation from the assistance, the less knowledgeable reader eventually begins
to demonstrate the ability to perform the task without assistance. At that point the scaffold is no
longer needed; so, it is ‘dismantled’ and then ‘rebuilt’ at a point further along in the student’s
development” (13). Students displayed a strong separation between what they thought they
should think of the vampire, their antecedent knowledge, and their learning of the versatility of
the archetype. The flaw I noticed was that the learning scaffold was, once completed, dismantled
for the task at hand even before the literacy uptake was able to take hold. An analogy would be
to picture removing Jell-O from a mold before it had time to set.
The structured uptake students had built dissolved and required them to rebuild the
learning scaffolding in the same place and for the same activity. Their learning skills, the
foundation of their scaffolds, were not being transferred across activities but were instead being
utilized for only the task at hand. This led to a compartmentalization of skills and mental
resources where the scaffold from one activity was not being utilized for the next. This
compartmentalization of analytical skills, as well as need to retain scaffolding-based assessment
tools, will be looked at again in the Vampire Journals and the final survey.

Survey 2 82
At the time I was initially crafting the course for my internship, my intent for the second
survey had been conceived as a way to directly track students’ literacy of the vampire from the
start of the semester. The format, as originally designed for that first semester, was to replicate
many of the same questions from Survey 1 about student suppositions about the vampire genre
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See Document C in the Appendix B.
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and to rephrase the questions in such a way as to make them appear new while still monitoring
the protentional evolution of their antecedent knowledge. After the first few weeks, it became
apparent that this was not an optimal use of time as I was already, through class discussions and
reading their Vampire Journals, aware of how much of a barrier the students were maintaining
between their readings and their preconceptions.
Despite spending two class sessions dissecting the genre requirements of the vampire and
working on expanding their framework, several students were claiming that the stories “The
Shunned House,” “Luella Miller,” and “The Flowering of the Strange Orchid” did not include
vampires on the basis that they did not fit their original antecedent knowledge, regardless of the
scaffolding of knowledge the class has just engaged in. Their dissenting opinions were not being
supported based on their rejection of the expanded parameters of what constitutes a vampire;
rather students were repeating points from the start of the semester without addressing the new
materials. They restated what they were most familiar and comfortable with, regardless of new
evidence.
This reticence to change their original position may stem from how, as Rebecca Powell
writes in her 1999 book, Literacy as a Moral Imperative, “schooled literacy [is] generally
reduced to the mastery of facts, grammatical rules, and basic skills” (28). Rather than looking at
literacy in terms of layered comprehension of texts, many K-12 assessments are focused on rote
memorization and easily standardized tests of basic skills. This is seen as the focus rather than
developing critical analysis founded on personal learning and growth. The implication is learning
should be standardized rather than personalized with textual support. From my observations,
many students had followed the pattern of memorizing facts necessary to succeed for the current
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assignment and then jettison them once that hurdle has been cleared. For several students, there
was little carryover of uptake from assignment to assignment.
Rather than have them complete the second survey as originally written, I changed the
format and instead reviewed the suggested literacy practices from my earlier research. A
reoccurring theme amongst literacy experts is to make the readings and assignments as personal
as possible to engender a stronger connection between the material and student comprehension.
As previously mentioned, I used ideas brought up in Nina Auerbach’s Our Vampires, Ourselves
to craft an assessment tool that allowed students to personalize their learning experiences while
examining fear as Auerbach’s “ongoing cultural and personal presence.” The new directive for
the assignment was that students were to write about a person they had encountered that
resembled one of the vampires we had covered in class and explain how this individual fit the
requirements of a vampire and where the overlap was with their literary choice. Students were
encouraged to share only what they felt comfortable with and that they were welcome to change
the name of the individual they were discussing for privacy’s sake. After implementing this
change for my internship, I subsequently kept this new assignment in all future iterations of the
course.
Twenty-five of the assignments demonstrated a high level of ability concerning
reconceptualizing the stories in light of their own experiences with people the students deemed to
be a form of vampire. Not only did students use pertinent quotes from the stories to connect the
fiction to their reality, but they also demonstrated a broader understanding of what could fit the
vampire genre than had previously been shown. The most frequently reoccurring examples
focused on unhealthy past relationships and how many of them tended to privilege the opinions
and decisions of one partner over the other in terms of responsibilities. This imbalance of power
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leads to feelings of isolation and self-doubt on the part of the underrepresented party. Five papers
talked about students’ relationships with their parents and feelings of being forced to conform to
their expectations. Of the remaining twenty, eleven talked about past romantic partners while the
other nine referred to roommates.
Out of all the responses, only two of the twenty-seven failed; one did not submit the
assignment while the second student did not adequately demonstrate a connection between a
story and their experience. In this case, the student chose “The Shunned House” and in her
writing, she talked about how her grandparents had a house she found scary and how she hated to
visit. The response made no connection to the actual vampire in the story, contained no quotes
from the text to demonstrate the connections between the experiences and the story, and focused
more on feelings of general, as they wrote, “creepiness,” than anything specific to the story.

Survey 3 83
For the final survey, I felt it safe to connect back to the original survey to gauge how
students perceived their growth across the semester. Students were asked to review their replies
to the previous two surveys and their insights noted in their Vampire Journals to consider how
their concept of the vampire archetype changed over the semester. They were also asked what
texts made the greatest impact on their progress of understanding the vampire genre.
Students’ essay portions focused primarily on “Luella Miller,” I Am Legend, and Carpe
Jugulum as the texts they felt most influenced their growth over the semester. The reasons given
were almost exclusively about how easy the text was to read and, as such, easier to relate to.
They talked about how they hadn’t considered bad relationships in light of the vampire and that
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they were able to find new dimensions by applying Monster Theory to their past dating
experiences. Two students chose “The Shunned House,” two more chose “The Vampyre,” and
three others talked about Interview with the Vampire. The two who picked “The Shunned House”
spoke of relating to the themes of humanity’s small place in the cosmos while those who chose
Interview and “The Vampyre” responded to the themes of bullying and peer pressure. All the
essay sections showed a variety of texts that spoke to similar themes for students.
However, in the first two sections where students were again asked what five words came
to mind regarding vampires and for them to create their definition of what a vampire is to them,
students tended to respond in almost the same words as before. Twenty-three students had zero
to two different words from their initial survey, two students had three to four different words,
and two had more than four new terms associated with the vampire. Regarding their definition of
what constitutes a vampire, no student answered exactly the same as the original survey.
However, twenty-four students used almost identical language and points of reference. These
points were focused on words such as sunlight, crosses, coffins, fangs, un-dead, and eternal. The
only stories that contained these points of reference were Dracula, Carpe Jugulum, and parts of
Interview with the Vampire, and I am Legend.
These results suggest to me that even when over half of the assigned readings blatantly
contradicted these conventions, especially Vampire Tapestry, “Luella Miller,” and “The
Flowering of the Strange Orchid,” students were going to their antecedent knowledge for what
they considered simple questions that did not require extensive mental resources. Students did
not go so far as to copy/paste their previous responses, but for the effort put in, most of them
might as well have done. These final surveys were due around the same time as their final
Vampire Journals, presentations, final papers. Both the presentations and final papers each
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demonstrated some growth in their vampire literacy. The Vampire Journals, much in line with
the first portions of Survey 3, continued to suggest a disparity between student uptake and the
materials they encountered.

Vampire Journals

84

As stated before, I repeatedly had to take class time to review the theses in class and
continuously correct student misconceptions about what was being asked for. These
misconceptions were focused primarily around two of the seven theses and what was meant by
Disciplines in the context of the journals. Of the misunderstandings surrounding the seven
Monster theses the two most common bottleneck points were “The Monster Always Escapes”
and “Fear of the Monster Is Really a Kind of Desire.”
Regarding the monster escaping, around fifty percent of the students could not move
beyond the concept of a literal escape from an area. Students focused on houses, coffins, and
other forms of physical barriers. The theses as created by Cohen make it clear the idea is to focus
on the monstrous as it leaves its natural domain and enters a typical society. Without this
intrusion, there is no conflict and no story. With the monster as a representative of a taboo desire,
almost seventy-five percent of students were looking for the literal desires of the vampire
characters in the stories. For example, they talked about the vampire wanting blood or a specific
person. Students were falling back on antecedent knowledge from before classroom instruction
as we had twice before gone over what was being asked for. Between all three of the journal
submissions, these discrepancies did decrease by half for each subsequent submission. However,
this left five students who were struggling at the end to think about the questions in terms of

84

See Document E in the Appendix B.

159

interpretation and not literal questions with clearly defined answers in the text. My impression
was they were reading the stories with the intent to memorize information they thought would be
on a test and not for a larger literacy narrative.
At the beginning of the semester, as a class, we filled out all of the thesis requirements
for the first story, “The Vampyre.” At that time, I modeled what we needed to approach each
thesis and what details were required in a response. When reading student Vampire Journals,
they all did very well in repeating the points raised in class. For the next story, “Luella Miller,” I
separated the students into seven groups and assigned one thesis for each group. Once they had
answered the point, they went to the chalkboard and wrote out their response. We discussed the
answers in class and made corrections when needed. Again, the student replies on their submitted
journals were good replications of the classroom points.
Once students were on their own for these points, as stated above, around seventy-five
percent were looking for literal answers stated directly in the text. They did generally improve
the quality of their analysis over time with around eighteen percent of students still struggling to
read beyond what Rebecca Powell called the “input-output of meaning acquisition.” In her 1999
book, Literacy as a Moral Imperative, Powell sees robust literacy practices, and the related
acquisition of language skills, being impeded when both students and educators see the learning
process as primarily quantitative in nature. On page 28 she writes how “[p]erceptions that
confine literacy to a technological input-output of meaning acquisition distort the nature of
communication and ignore the way language is acquired within sociocultural contexts.” Her
conclusion is that many participants in the K-12 education system see reading comprehension as
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a data in-product out flow which does not account for interpretations of that data and that
learning should primarily be assessed through empirical answers. 85
Many times I have experienced students believing there is a specific part in a text that
answers any question an instructor is asking, When that is not the case, when abstract thought
and analysis is required to formulate an answer, I have often seen students begin to disengage
from the process. Based on my background in the Literacy Leadership program at Northern
Michigan University, this may be because high schools are still under pressure to deliver
quantitative data to meet funding requirements. The most efficient way to generate those data
points is to use standardized tests and quizzes whenever possible. Once students transition over
to the college environment, too many are still in the mindset that those standardized answers are
available and are what is being looked for in their assignments. Bringing this back to my
internship research, while there was a marked improvement to be seen in the progression of
student learning regarding the use of Monster Theory for textual analysis, as well as in their final
papers and presentations, it is important to note that almost twenty percent of students were still
falling back on inaccurate and ineffective antecedent perceptions right up until the end of the
semester.
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Powell chose the term “input-output” as it was a term commonly being used in her department to describe how
students should, ideally, learn information; in a quantitative, rather than a qualitative, way. Input-Output Analysis is
an economic model that tracks quantitative data representing the interdependencies between different sectors of a
national or even regional economy. Charles F. Christ clarified the basic foundations of the model in his 1955 book,
Input-Output Analysis: An Appraisal.
The analytical phase of input-output work has been built on a foundation of two piers. The first pier is a set
of accounting equations, one for each industry. The first of these equations says that the total output of the
first industry is equal to the sum of the separate amounts sold by the first industry to the other industries;
the second equation says the same thing for the second industry; and so on. Thus, the equation for any
industry says that its total output is equal to the sum of all the entries in that industry’s row in the inputoutput table. The second pier is another set of equations, at least one for each industry. The first group of
these equations shows the relationships between the output of the first industry and the inputs it must get
from other industries in order to produce its own output; the others do the same for the second and all other
industries. (137-138)
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Along these lines was the issue of students not understanding what was meant by looking
for how the stories could be of interest to their disciplines and those of others. Ten students were
answering these sections in terms of general ideas such as morality, bullying, and feelings of
loneliness. Two students were commenting based on the assumption that “discipline” was being
used in terms of mental fortitude and training and wrote about how weak a character was
mentally or emotionally. To answer these misunderstandings, I took time out of two separate
class periods to re-explain the purpose of the questions and went so far as to write up a guide and
post it to Reggienet. While not as pervasive as the misunderstandings of points of the Monster
Theory, three students were still making these mistakes in their final Vampire Journals. These
findings confirmed my impressions that some students were not scaffolding their learning and
were instead treating each assignment as an isolated event.
Adding to these concerns were two other points of reference in the Vampire Journal, one
having students comment on the vampires’ physical traits and the other having them formulate
and articulate questions they still had by the end of the stories. As with misunderstanding what
was being looked for in the disciplines, several students would hit and then miss what constituted
a physical trait. Answers ranged from terms such as wealthy, English, arrogant, and even sad.
Worth noting is how only three students made continuous mistakes regarding what constitutes a
physical trait while several others would misidentify one or two terms on one entry and would
not repeat the mistake on another. This may be on account of something said in class or possibly
by another student.
The last point to cover is the variety of questions students posed for their entries. They
were instructed several times that the questions sections were to be where they could talk about
issues not settled in the text. Even though I had already found evidence of several students
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expecting to find a literal answer for their Monster Theses sections, there were still anywhere
from ten to fifteen students who consistently asked questions that were explicitly answered in the
text. One example was from a student who asked if Luella Miller dies at the end of the story
when the text states it as a definitive fact. Other questions included how old Armand was in
Interview (he says is around five hundred since he cannot remember the year he was born), what
was the princess’s name in Carpe Jugulum (Esmerelda Margaret Note-Spelling of Lancre), and
what happened to Lucy in Dracula (staked through the heart by Lord Godalming). 86
This may be based on students not taking/having the time to read the assigned stories in
depth, especially considering what we have already covered concerning how quantitative the
high school assessment can be. They may have been rushing to get to the end and considering
that as accomplishing the goals of the course. Based on the quality of student questions, as well
as specific student comments on the issue, I subsequently lessened the number of assigned
readings in later incarnations of the course.
The Vampire Journals did manage to bring the majority of students around to looking at
the readings in terms of interpretation of textual points. They also illustrated the traps many
students fall into when they read for “input-output” concerning rote facts which limits their
ability to form a more complex literacy of the stories and their social and historical contexts.

Presentations
The purpose of this assignment was to act as a framework for the students’ final paper. It
also served as a format for students to add in multimodal elements to illustrate their creative as
well as a critical understanding of the texts as they pertained to their fields of study. Nine
Unless students are watching in 1931 Universal film. In which case, she apparently wanders off and isn’t heard
from again.
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students brought in visual aids from their other coursework for their majors, demonstrating that
some thirty-three percent of students were making direct connections between their curriculums.
This notable trend seemed to help ground their uptake as part of their personal interests
while broadening their critical literacy practices.
Students were given a five to eight-minute time frame and were asked to present their
perceptions on how the vampire genre could be reconceptualized to a field of study not normally
associated with vampires, monsters, or even fiction in general. Without exception, all students
incorporated useful visual aids into their presentations and all used PowerPoint as their program
of choice. All included lists of key elements, most often in the form of bullet points, and quotes
from their upcoming final paper. Due to the brevity of the assignment, I cannot say I found much
else to comment on regarding their content. The concerns that did arise were concentrated
primarily in the final papers themselves.

Final Paper
As with the reading goals, this assignment proved somewhat untenable since students
complained that they were unable to complete the paper to its required specifications and so the
length was shortened from a ten-page goal to an eight-page minimum. This perceived
impossibility was brought up by several students at the start of a class session with the majority
of others quickly joining in and expressing their similar feelings. I do not think that a ten-page
paper is unreasonable for students to complete at the end of a semester. This opinion is
reinforced by the fact the requirements for the paper had been available to students since the
beginning of the semester and was building upon the work already completed for their in-class
presentations. As I stated earlier, I eventually chose to lower the requirements to an eight-page

164

assignment in the face of the student solidarity on the subject rather than press my original plan. I
reasoned that I wanted to have students feel that they had been heard and had some say in their
learning process. As per Brayman’s writings, “In a shared control model for learning, it is
desirable for the learners to create their learning to establish motivation and a sense of
community.”
Despite my concerns for the shortened length, all papers demonstrated some level of
literacy concerning the students’ understanding of the texts and their disciplines. As twenty of
the students were education majors there was a noticeable, but unavoidable, overlapping of ideas
and connections. Of the remaining seven students, six of them were adept at weaving together
these disparate elements. Of note, one student compared the different vampires to different forms
of computer viruses and how there was as much misinformation about computer programming as
there was about the nature of vampires in the stories. Another student, a marketing major,
compared different problem employees to the different vampires, each one having their unique
weaknesses.
One student was unsuccessful in their attempt at re-conceptualizing the stories as
pretraining to their field of study. The issue, however, was not in the literacy applied to the
stories but in their understanding of their field of interest. They applied their studies in
psychology towards the texts but only focused on the use of what they understood as reverse
psychology to entail as the through-line in their narrative. Not only was this focus limited in
scope, but the student also misunderstood the nature of reverse psychology. Rather than it being
a trick of asking or telling a person to do the exact opposite of what we want them to do,
knowing they will go against the expressed wishes and thus completing our true goal, the student
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used the term as if one person tells another individual to do something that they know
that a person does not want to do but will complete out of fear of reprisals from the one issuing
the command. Here the problem appears to be less in the deconstruction of the course’s literary
texts and more in the student’s misunderstanding of their academic fieldwork. I suspect that the
student perceived their connections as being an easy route to follow based on antecedent
perceptions and did not do due diligence in their research. This, in its way, demonstrates the way
students fall back on antecedent assumptions and are not mindful of literacy-improving
activities.

Reading Challenges
This aspect constituted a personal failure on my part but a net gain for my research.
During my original scheduling of readings, I had included two additional poems and allotted two
weeks for reading and in-class discussions for each novel, except for I am Legend, which is
novella length and did not, I thought, require additional time. After the first week of reading
“Monster Theory,” I discovered that almost ninety percent of my students were stating they were
unable to understand the text. I removed the two poems and instead devoted an additional week
of class-time to reading and reviewing the seven Monster theses. As has been pointed out in the
Vampire Journal section, even after the additional time students were still demonstrating
difficulty with grasping the tenants of the Monster Theory to the point I wrote up and posted an
online breakdown of what was meant that augmented any notes they had taken during class.
Additionally, at least twenty percent of students were also still having difficulties understanding
what I was looking for when I asked about how the texts related to their disciplines, even after I
created and posted a similar explanation to what was meant by the assignment.
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Issues in literacy also emerged when students complained they could not be expected to
complete a novel in two weeks; approximately seventy-five pages per class session. I took a class
period and allowed students the time to voice their concerns and suggest why the reading
requirements were being seen as too strenuous. The common consensus was that they had too
much else going on with other classes and that they could not be expected to read that much. My
focus was to shy away from Powell’s “perceptions that confine literacy to a technological inputoutput of meaning acquisition” and instead to find Jacqueline Brayman’s “balance between the
authority-controlled and learner-controlled learning” where “it is desirable for the learners to
create their learning in order to establish motivation and a sense of community, as well as to
validate the desirability of the activity and materials.” To this end, I gave students an additional
week to complete the readings and reflections.
To accommodate this, I knew I would have to select one book for essentially independent
reading during the weeks of student presentations. The choices were between Dracula and Carpe
Jugulum. Ultimately, I decided to fall back on a rule I have held for almost a decade of teaching:
which story will most likely encourage students to continue to read? I chose Carpe Jugulum
because it is easy to read, funny, commented on the genre conventions of vampires in unique
ways, and had a majority of strong female protagonists. Instead, I took one week to focus on the
narratology of Dracula across remediations and gave students what amounted to a study guide
for the rest of the novel. In a sense I was eliminating part of my focus, that being how students
related to the most famous vampire in literature, but the needs of the students outweighed my
personal preferences as to how the class should ideally run.
My failure was in overestimating the literacy skills and commitments of my students and
setting a pace the majority were not able to keep up with. Not only were they having difficulty in
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placing the stories in “historic and material contexts” but they were also demonstrating slower
than expected “techniques for decoding and reproducing printed materials, such as alphabets,
syllabaries, pictographs.” (Graff 37) Recognizing these issues, I subsequently removed “The
Shunned House” and I am Legend from the reading lists and allotted three weeks for each novel.
I saw a marked improvement in student engagement with the revised slower-paced reading
schedule.

Initial Summary of the Course Findings
While generally successful in deconstructing the vampire narratives and
reconceptualizing key themes and issues in connection with their own discipline’s focus, there
was a fairly consistent reoccurrence of students reverting to previous stages of thinking. This
observation aligned with those opinions I formed during my time substitute teaching and which
were supported during my time studying Literacy Leadership. While one could see the final
papers and presentations as evidence of student uptake and evolution, around ten students still
showed varying degrees of regression in aspects of their Vampire Journals, some of which did
creep into their final projects. This data suggested to me that students were essentially
compartmentalizing the assignments and not allowing for much scaffolding of skills or
knowledge. While around eighty percent of students did demonstrate a gradual progression in
their literacy skills and critical analysis, in line with what the research conducted by Brayman
and Grey suggested would occur when students held a level of agency regarding topics of
research, the remaining twenty percent of the students were making mistakes they should have
learned to avoid.
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It was those reoccurring and relatively low stakes assignments where students appeared
to have let their guards down and reverted to previous points of analysis that failed to, as
Thomasina and William Piercy wrote, “[result] in individual and societal transformation.”
Whether it is in their static definition of what constitutes a vampire, an inability to develop a
broader understanding of key reoccurring terms, or the reversion to earlier points of perception
regarding the nature of the Monster theses, about a full twenty percent of students could not
demonstrate a uniformed uptake in the points of literacy as looked for by the experts cited
earlier. I can look to the success of the eighty percent who took advantage of Mary Moskal’s
“literacy activities that were hands-on, multisensory, and that allowed for movement, challenge,
and competition were apt to seem the most attractive and productive.”

Section 2: Implemented Revisions Based on Globalgothic Research

Structural Changes
In a bid to alleviate the struggling of the previous twenty percent of students in their
attempts to reject isolation of knowledge and skills from assignment to assignment, to find
Graff’s “unification across broad realms of knowledge,” I implemented two structural changes to
minimize the negative literacy practices I had previously witnessed.
The first was to recognize that a continuous through-line of critical references and
reflection needed to be maintained in all the assignments which would allow for more easily
observable scaffolding of skills and application of uptake to the students. While “Monster
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Theory” had been integral to the vampire journals, they were not woven into the essays and the
final paper/presentation. I had initially decided to make direct references to “Monster Theory” a
requirement for each major assignment. However, after researching the globalgothic as a literary
focus and coming to see the socially conscious aspects it allowed for, I decided to keep “Monster
Theory” as primarily a foundational text that was covered during the first weeks of class but
would then be supplemented by more traditional literary theories which would, themselves, act
as the new structural support system for all the major assignments.
The reason for this change of perspective was that in subsequent interdisciplinary courses
I taught, students continued to struggle with understanding the seven Monster Theses and were
not as grounded in connecting the ideas from the text to their professional interests as I had
envisioned. Rather than attempting to hold back a flood I instead implemented a review of four
of the basic literary theories in connection with the literature and “Monster Theory.” I renamed
the theories as “lenses” to better describe to students how I expected them to use them, which did
appear to make the material more approachable to students. While students were encouraged to
select any “lens” they wished from outside my selection of four, so long as they discussed it with
me before implementing it into their analyses, I chose to begin with a smaller offering to not
overwhelm students.
The lenses I offered were Feminism, Gender Identity, Critical Race Theory, and
Elitism.87 Throughout the newly redesigned course, students are required to synthesize their
analyses from “Monster Theory,” their chosen lens, and the text under review for each
assignment, culminating in their paper for the course. This repetition in the utilization of lenses,
in my opinion, alleviated many of the concerns I had from the initial IDS course. It would
We explore how often a select group of people control a society and the issues that can arise from that
relationship. This dovetails into conversations about racism and sexism in texts as cultural reflectors.
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account for the reduction in the demonstration of the isolation of skills and uptake across
assignments. Indeed, these consistent points also, again, in my opinion, allowed students to take
more chances in expressing their opinions in classroom discussions as they had a greater
familiarity with the shared language of the course.
The second structural choice was to schedule a reoccurring event during each assigned
reading. While in-class discussions are frequent, the very structured nature of a reoccurring event
helps foster pattern recognition in students. I schedule a half-hour after each story to “think, pair,
and share” reflections of how the readings impacted students’ critical thinking. In a “think, pair,
and share,” students spend individual time considering the topic at hand. They then break into
partnerships and discuss the topic, in this case how the story changed their definition of what
constitutes a vampire, and from there they share their findings with the entire class. This
alteration, as per Moskal’s writings, “enables readers to move to a deeper level of understanding
through collaboration and critical thinking.” Building from the “think, pair, and share” I would
have students record their updated definition of what marks a vampire into their Vampire
Journals at that time, anchoring the conversation to action.
Besides explicitly illustrating how their uptake crosses assignments, these changes create
more scheduled opportunities for students to verbally express their points of view and to feel
empowered regarding their developing literacy practices across modalities. By allocating more
classroom time to verbal communication, students will practice a separate but related analytical
skillset by having to articulate their thinking extemporaneously to broaden their understanding of
what literacy competency means. As Ronald Adler and Russell Proctor write in their
interpersonal communications text, Looking Out Looking In, “[m]ost people vastly overestimate
how well their explanations get through and how well they understand others.” (180) Students
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returning to their past underdeveloped skillset without realizing they are doing so may hear
themselves do so and begin to recognize their reoccurring pattern of thought.
These and the previously mentioned changes should help in the effort to more effectively
encourage students to analyze their uptake concerning literacy skills and to minimize their
reliance on their outdated antecedent perceptions. Between the priming of student thinking
through the use of reoccurring applications of the seven monster theses in conjunction with the
regularly scheduled “think, pair, share” activities, there should be a reduction in the sequestering
of literacy skills. As Daniel Kahneman writes in his 2011 book, Thinking, Fast and Slow,
“[f]urthermore, the primed ideas have some ability to prime other ideas, although more weakly.
Like ripples on a pond, activation spreads through a small part of the vast network of associated
ideas.” (53) These suggested ripples should help initiate other changes to student uptake,
potentially into their other courses and daily casual considerations.

Increasing Engagement Opportunities in the Selection of Required Texts
Based on student comments and my classroom observations, I removed several texts
from the course readings to allow for more time to read and dissect what remained, while I added
or updated two readings to better suit the research I conducted concerning the implementation of
the globalgothic lens. Looking back to the research conducted in Chapter 1 for understanding the
globalgothic, I focused on the works of people like Abrantes, Seabra, and Lages 88, Swinkels 89,
and comments from Pratchett 90 when revising the readings. Collectively they talked about how

“When learners are more interested, they perceive themselves as learning more, and this will reflect their overall
evaluation of the learning process.”
89
“Any commonly shared experience will do, but the more vivid it is, the better. That’s why pop culture references
work so well.”
90
“[I]magine, for example, giving Pride and Prejudice to teenage boys90! There were so many other things they
could have done.”
88
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important it is for readers to see themselves and their world reflected in the assigned texts to
engage with the material as richly as possible. While they championed pop-culture to help with
this immersion, their points of students needing to see themselves reflected in the learning
experience lead me to alter my choice of readings. Since I had pop-culture by way of the vampire
covered, I wanted to bring in greater diversity and female representation to the course. I did this
by both streamlining the reading list to make room for more detailed discussions and by adding a
book that both added a representation of a people of color as well as offering a strong young
woman as the protagonist rather than only a side character.
I first removed two short stories and two of the novels from the course. Of the short
stories, I cut Polidori’s “The Vampyre” and Lovecraft’s “The Shunned House.” “The Vampyre”
was taken out as it proved too challenging a text for an interdisciplinary course due to its
heightened Romantic language and, while I appreciate its place in literary history, it didn’t set up
the vampire archetype as well as I had intended due to the fact that rules governing the un-dead
were not yet established in a form that current students would recognize. 91 The other short story I
removed was “The Shunned House” by Lovecraft. As fascinating a deviation from the vampire
trope as it was, that same subversive purpose was fulfilled far better by “Luella Miller.” It was
also a text many students found problematic purely on a basis of engagement and readability.
Nearly the same comments I received about “The Vampyre” were also made to Lovecraft’s
writing regarding what would be considered flowery purple-prose.
The first of the two books cut from the revised course was The Vampire Tapestry by Suzy
McKee Charnas. This book is a personal favorite as it deconstructs the vampire mythology by
adopting a scientific explanation for such a creature and selecting realistic powers it may have
For example, Ruthven was resurrected by having his body left out under the light of the full moon rather than
being bitten by another vampire and had no aversion to sunlight or mirrors.
91
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based on the laws of physics. Charnas’s novel recontextualizes the current global fascination
with and sympathy for the vampire by taking away many of the fantastical elements that factor in
the ideals of wish-fulfillment regarding power and immortality.92 After much debate and with
some reluctance, I also decided to remove Anne Rice’s Interview with the Vampire. Students
enjoyed the book but during class discussions and in the writings of student papers, I found
students focused almost exclusively on the first half of the book which included the girl vampire,
Claudia. Once she was killed off, students didn’t comment further on the book. I concluded
many of my reading selections had few strong female characters and students were hungry for
that aspect.
I replaced Interview with The Night Wanderer which focused on a female character while
exploring a non-Western culture, allowing for a richer experience both in terms of cultural
representation but also in terms of strong female characters. While not as global in scale as I
would prefer, The Night Wanderer, by First Nations author Drew Hayden Taylor, added a
teenage, non-white, female protagonist to the readings and allowed for a richer exploration of
topics such as feminism, critical race theory, and the problematic aspects of socio-political
elitism based on the modern setting of the story and the discrimination the protagonist faced for
dating a white boy from a neighboring town. Tiffany not only confronts racism from her
boyfriend’s friends and family, but she also must deal with the reality of her mother leaving her
father to move on with her life in Toronto. The parallel vampire aspect begins when an ancestor
to her tribe, Pierre L’Errant, returns home for the first time in centuries. Throughout the story,
While Weyland is immortal, it is more of a curse for a vampire in the modern-day than any sort of blessing. He
constantly moves before he is noticed to not age, he must forge personal documents and rig bank accounts since
access to money and proof of identity have become far more complex to maintain in the modern world, and, unlike
traditional vampires of folklore, he cannot make new vampires as it is a condition he was born to and so cannot
create a relatable companion. These same conditions were used for the character of Max Schreck in the 2000 film,
Shadow of the Vampire, which posits Count Orlok from F.W. Murnau’s Nosferatu to have been a real-life vampire.
The only notable difference is the film retained the weakness to sunlight whereas Weyland has no such restrictions.
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Tiffany bonds with Pierre over the shared uncertainty of their places in the world, culminating in
Pierre choosing to walk into the sunlight as part of his tribe’s cleansing ritual and giving up his
vampire life; embracing the man he used to be.
I found another benefit was that, while not marketed as such, the book is a Young Adult
novel. Young Adult literature, and by extension Children’s Literature as a field of study, deals
with understanding complex social issues as presented through stories and media aimed at an
audience whose age range is approximately between twelve to eighteen years. This is the age
range of the majority of my students. Including a book specifically crafted to reach a collegerange audience not only made students feel more empowered in their abilities to read and relate
to the assigned materials, but also helped to create a link between older gothic stories and their
modern decedents. In her chapter for The Cambridge Companion to American Gothic, “The
Gothic in American Children’s Literature,” Karen Coats makes clear the benefits encountered
between the midnight crossroads of YA literature and the gothic.
In their physical worlds, middle graders and teens are limited by what they can see; in
their Gothic fictions, they can encounter transcendence. In their social worlds, teens feel trapped
in confining roles and unruly bodies; in their fictions, these roles and bodies are parodied,
transformed, and acknowledged for the horrors they sometimes are. Hell may indeed be story
friendly, but the effects of Gothic stories can lead young readers out of shadows. (181-182)
These same issues, feeling trapped and in bodies undergoing a deep metamorphosis, are
found in Drew Hayden Taylor’s novel and in a form that most students would immediately
recognize. Having now taught this book in the latest version of the course, I can say it has proven
highly successful in generating student engagement with the text, as well as with the issues
regarding how a person’s culture is depicted in the media and the inherent power dynamics
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between different races. I will return to The Night Wanderer when I talk about increasing nonverbal awareness of cultural identifiers.
I retained the other stories and theory texts based on previous successes. The one book I
had decided to remove from the class after my initial teaching of the course but decided at the
last moment to retain was Richard Matheson’s I Am Legend. While it spoke to how society
constructs what it considers to be monsters in opposition to how it sees itself, while also
introducing the idea of “vampire as plague,” I thought further streamlining of the course was the
preferable option. Students enjoyed it, but there was some disconnect between many of them and
the protagonist as they didn’t understand his behavior while he was alone and isolated. They
would often use terms such as “he’s acting weird” in their discussions. Before I made that final
decision, I wanted to give the book one last usage to see if it was worth retaining or if it should
be cut for time.
By horrible luck, I was just about to start teaching the book the week after courses
resumed during the Spring 2020 semester. It was around that time that ISU’s campus was
effectively shut down due to Covid with classes moving to online instruction. As soon as we
returned and began reading, I am Legend, student connections to the material significantly
increased from past semesters. Comments in the newly added Forum Posts were insightful,
specific, and were closely tied to the experiences that students were encountering amidst the
pandemic. More than ever, students were understanding the position of Robert Neville. Here is
one example of the connections that were being made, this one from one of my business major
students.
With all of my classes online it seems as if I rarely leave my apartment, and the few times
I do walk across the quad I rarely see more than ten people total which anyone who has spent

176

any time at ISU knows is out of the ordinary, and most of my other friends who are business
majors are living through the exact same situation. One quote that made me laugh out loud was
from chapter eleven when the text stated, “By ten that night, his head ached and his eyes felt like
hot blobs of gelatin.” I found this so relatable because it seems as if I spend all day on my
computer working through online classes, then I spend my evenings working, and by ten at night
I am ready to just go to bed.
This response demonstrated how many students were engaging with Angela
Rounsaville’s “high road” transfer involving “the deliberate, mindful abstraction of knowledge,
skills, or strategies from one context to be re-localized and successfully leveraged in another,
distinct context.” 93 The book, in conjunction with their newly acquired knowledge, proved to be
ideal for the scaffolding of students’ antecedent knowledge into a more complex literary research
and analysis. When we added lenses such as feminism and racism into the mix, the results were
quite nuanced, grounded in student experiences, and exploring larger social issues in an organic
and measured way.
There was one further alteration to my later iteration of the course, in that I replaced the
novel Dracula with Dracula the Graphic Novel: Original Text by Classic Comics. This different
take on the material, which incorporates large portions of Stoker’s text while including a visual
element, opened the door for including more multimodal learning. This was prompted, amongst
the other authors I’ve already quoted, by Graff’s understanding of functioning literacy to include

93
As mentioned in Chapter 1, “high road” learning is essentially the same set of skills that many organizations are
looking for from college graduates entering the work force, that crossroads of content area knowledge, abstract
thought, and problem-solving skills. I Am Legend proved to be a direct connection between studying a globalgothic
text and engendering student career goals by developing those aspects from building off material students are
strongly familiar with.
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“reading and writing, and their analogs across different media” and to challenge their inherent
learning biases through the inclusion of visual interpretations of stories.
Overall, the changes I enacted after my initial teaching of the course were to remove texts
to allow for more time to read and interpret the remaining works, to replace one of the books
with a more culturally diverse selection that also included more strong women characters than
the removed Interview with the Vampire, and to swap out the traditional Dracula with a graphic
novel interpretation that added in visual elements to aid in student engagement and to prompt
analysis of how non-verbal elements influence interpretations. With fewer texts, students had
more time to devote to more depth of reading. The addition of The Night Wanderer not only
allowed students of color to see themselves represented in the course materials, giving them a
greater opportunity to feel invested in the story and overall subject matter of the course, but it
also created an opportunity to add a multi-media lesson plan dedicated to exploring how minority
groups are often othered in pop-culture and are portrayed as monsters in nature, if not in
actuality.

Non-Verbal Discussions and Materials
As I wrote about in Chapter 3, non-verbal cues added in the transmediation of literary
texts shape student perceptions of the original work, even before they encounter that source
material. When choosing a replacement text for Interview with the Vampire and The Vampire
Tapestry, I looked for a book that would benefit from an analysis of visual cues as part of
contextualizing the story’s themes but wouldn’t just be the high school lessons I grew up with
where we watched a film adaptation and talked about the similarities or difference between it and
the book. This is another reason I ultimately selected The Night Wanderer. Not only is it a non-

178

traditional, white, male-focused story, which added a level of diversity to the course offerings,
but it also led to discussions regarding cultural representations and how that applies to real-world
peoples and their lived experiences. Based on comments made to me, as well as those I
overheard in their small-group discussions, students were amazed at how very little they knew
about the history of Native Americans and how they never thought about how they are seen in
television or movies.
When I asked the class if anyone could name a Native actor, only one or two students
could and they all chose Taylor Lautner, the actor who played Jacob in the Twilight movies. 94
Even that answer isn’t quite correct as Lautner claims only a distant relation to Native
Americans, meaning his casting is problematic as it ties into the ongoing debate of white actors
being chosen to play ethnically specific roles. 95 When looking at real-world issues, this was the
first inroad we covered; how many people’s impression of a Native person is based on a white
actor playing a role. Once the class was prepared for the subject matter, we moved into
increasingly more intense examples of how cultures can be given exaggerated characteristics to
make them less human.
In my Interpersonal Communications course, I teach a section on perceptions and how
they are impacted by media and symbols in visual storytelling. I show two videos about the
portrayal of Native American characters in popular culture and media. After researching the
socially reflective aspects of the globalgothic, I implemented those same videos into my

The Native Americans are literal monsters in the book, i.e. werewolves. While most of the characters are
portrayed as being sympathetic, many of the customs Stephenie Meyer invented for the werewolf Quileute Tribe,
which does actually exist in Washington state, are extremely problematic. In the case of “imprinting,” it is where a
werewolf immediately connects to another person and knows they will be soulmates and likely be romantic partners.
This includes imprinting on children and, in the case of Bella Swan, her vampire baby. The interactions between
these adult werewolf Natives and those they have imprinted with very closely resemble predatory grooming
practices.
95
Some of my students don’t quite believe me when I bring this up and are quite surprised when they pull out their
phones and try and prove me wrong.
94
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interdisciplinary textual analysis class. The first one, a 2019 video entitled “Indigenous People
React to Indigenous Representation in Film and TV,” has Native people watching clips from
movies such as Disney’s Pocahontas and Peter Pan and then discussing what impact these
images have on them and how they are seen in the world. The overwhelming consensus was that
no care is given to authentic dress and that all Natives wore the same clothing regardless of
Nation or place. The visual esthetic is there to reinforce the notion that Native people are savages
and not up to the societal standards of European culture.
One woman interviewed for the video, Brianna, said “[t]hey make the native peoples in
this movie [Peter Pan] have actual bold red skin.” Besides exaggerated and unrealistic skin
coloring, the Indians in the film mostly speak with racist stereotypical elements such as using the
exaggerated and somewhat archaic language for common points of reference, speaking in broken
English, and using “Redman” as a self-identification. 96 In the film the Chief, Great Big Little
Panther, catches the Lost boys and tells them “[f]or many moons red man fight pale face Lost
Boys. Sometime [sic] you win, sometime [sic] we win… This time, no turn’em loose.” 97 The
combination of elements separates the Natives in the story from the white protagonists; a story
often first encountered in childhood when young viewers often don’t have sufficient context to
understand the unrealistic representations and problematic elements.
This de-humanization dovetails into how Native characters are implemented into their
own narratives. One person interviewed for the “Indigenous People React” video, Jean, asked,
“[h]ow many times can you see people of your ethnicity that they’re representing be killed or

It doesn’t help that for part of the film, the Indians are attempting to kill white children.
While not in the Disney film, in the original J. M. Barrie book, Peter Pan, the Indians were of the Piccaninny
Tribe. While originally a word for small children, most likely derived from the Portuguese “pequenino” and found in
Spanish as “pequeñito,” it quickly became a racist term in America for black children. International or not, this
further complicates the place of Peter Pan in a modern context but does add another opportunity to bring linguistics
into classroom discussion.
96
97
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slaughtered?.” Another commenter, Johnathan, followed this up by adding that Natives are,
“[a]lways portrayed as a villain and not as somebody who’s trying to protect their land, their way
of life, and fighting off invaders who did horrific things to them, but John Wayne’s the hero.” As
one commenter, Chris points out, “the thing that’s always missing here is that Indians are trying
to save themselves from, like, complete annihilation. Of course, they were going to fight.”
Without that additional context, especially in light of how few of my students had a historical
knowledge of Native American history, the actions in those films come across as inhumanly
violent giving the people’s a monstrous appearance. In The Night Wanderer, my students can
confront those racist caricatures of Native peoples and get to see their humanity; a humanity that
comes into sharper contrast when juxtaposed against the vampire nature imposed on one of their
ancestors by the dominant white European culture.
The second video I show is a 2013 TEDx Talk, “Americana Indian–Thinking Twice
about images that matter.” The presenter, Nancy Marie Mithlo, goes into how Native women are
overly sexualized in the media, from taking Pocahontas from a thirteen-year-old girl and making
her into an adult woman with beautiful physical features, up to making Regalia into sexy
Halloween costumes. 98 Mithlo, a Native woman herself, begins by pointing out to the audience,
“You may be thinking, ‘But she doesn’t look Indian! Where are her braids and her buckskin?”
See, there’s the wallpaper. The ever-present expectation of ‘Indianness’ from the Western
movies and storybooks. These fictions create confusion when they meet reality. These fictions
can also cause harm when they replace reality.” From this point, she expands on how Natives,
especially women, are seen as unreal characters and are open to being fetishized since there is
nothing in the narratives that suggest doing so is wrong. This leads to real-world problems that,
Regalia is the proper term for traditional Native formalwear. Too often they are referred to as costumes by nonNative peoples. It would be the same as saying a priest or rabbi are wearing costumes.
98
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while they didn’t create them, exacerbate them. Mithlo Google-searched images and invited the
audience to do likewise. She showed her results to her audience.
I typed in the words ‘Hispanic girl’. And this is what I got, beautiful young girls and
women, they’re going to school, they’ve got careers, they’ve got dreams. Then I typed ‘African
American girl’ and I got much the same. Young girls and women look at the camera lens with
complete self-confidence. Then I typed in ‘American Indian Girl’ and this is what I got. The
‘sexy Indian squaw’. The flowing hair, the nudity. This is our situation... American Indian
women have the highest rates of sexual and physical abuse. In fact, one in three Native women
are will be raped during her lifetime… Now if we go back to our slide of American Indian girls,
that ratio for demeaning images is exactly the same; one in three.
Rather than being monstered by being depicted with unnatural red skin and always
carrying weaponry, here, we see how Native women are objectified in a way as to reduce them to
fetishes. In both cases, no context is added to give a meaningful perspective on these
representations and so they can pass on casual viewing by students who have not been educated
to know what to look for. Thoughtful narrative consumption, in my teaching experience, is not
something many people are equipped to perform. 99 These two videos illustrate how substantial
visual cues impact perceptions of people, both in the realm of art and in the real world it attempts
to replicate. Too many depictions in mass and social media show Natives as sexual objects or as
wild savages and society treats them as such. This is not a hypothetical situation; it is a
demonstrable cultural norm in American and Canadian society. As I talked about in Chapter 3
and earlier in this chapter, image impacts perception which feeds back to creating expected
imagery.

99

This is especially true in the average consumption of television, movies, and social media posts.
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Since students’ antecedent knowledge comes from the transmediations of the vampire
most commonly based on the Lugosi look, the look which we know suggests charm, wealth, and
an implied authority, their foundational understanding of the character will be predicated on that
likely interpretation of the visual symbol of the character. As these aspects begin with early
childhood exposure to the vampire archetype through Count von Count and Count Chocula, they
will be ingrained and connect to feelings of nostalgia, creating the expectation of a charming and
lovable character, one whose actions and realities are easily overlooked in the larger story worlds
the vampire inhabits beyond Sesame Street and breakfast. In short, we have the opposite concern
with the actions of the vampire as we do with the objective realities of Native American women.
We have the vampire, John Wayne.
Native women are visually othered as low-caste members of society who are open to
being used on account of being primitive or sexual objects. The vampire is othered as well, but
visually attuned to a position of status and privilege and is allowed to be the one who uses and
abuses those around them. Some narratives are sufficiently altered to allow for a sympathetic
vampire but most, especially Dracula, retain their abusive and destructive behavior which an
audience should find repulsive. However, since we are trained in Western culture to respect
formal wear, to the point of letting those who wear that attire special considerations, Dracula’s
actions are often excused and reframed as a “seductive force” that charms his way into women’s
bedrooms. Essentially, the visual cues fed into people at a very young age predispose them to
more easily excuse a vampire’s actions and to potentially reframe the victims as being charmed,
willing participants in their assaults.
This mindset concerns me as an instructor as it demonstrates a systemic lack of critical
analysis of a situation and an over-reliance on preexisting expectations to assess a narrative. In
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my experiences as an educator, this lack of critical analysis mirrors the thoughtless consumption
of the commodified Native American esthetic. Every time I teach the two videos in Interpersonal
Communications the students are shocked at the information and express discomfort at not
knowing this as a reality for marginalized people. Their ignorance, coupled with nostalgia for
movies from Disney, impacts how they vote, shop, and if they see no reason for removing the
name “Redskins” from a football team and how angry they will get to defend its retention.
These perceptions have real-world consequences. It ties into Shelly B. Wepner’s ideas on
how “individual stories can transform students’ lives, but potentially even more powerful and
transformative are text sets that explore issues, themes, and questions that connect to students’
lived experiences.” 100 While not all students have personally experienced racism or sexism
themselves, current events have brought new attention to how systemic those concerns still are in
American society. Seeing the relations of these two prominent social concerns in conjunction
with a young female protagonist of color from a culture not often brought up in mainstream
conversations has consistently resonated with nearly all of my students and confirmed the place
of The Night Wanderer in the course.
A benefit to adopting this text and implementing the lesson plan on examining Native
representation was that it bolstered my position for changing to the graphic novel adaptation of
Dracula. Since students were primed for this sort of analysis by the Native American videos and
class discussion, I was free to explore the visual representation of Dracula more easily and in a
more dynamic way. The graphic novel offered material for visual learners and guided them to
better picture some of the events of the novel. Specifically, I found students had a much stronger
reaction to movements such as when Dracula threatens to kill Harker if Mina doesn’t drink his
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See Chapter 1.
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blood. Before switching to the graphic novel, students reported they found the scene erotic. Once
they were able to visually see the scene depicted as Stoker described it, students have had the
complete opposite reactions. As one student said, “I don’t know why they drew him so ugly. It
makes everything he does so creepy.” I was then able to incorporate the information I uncovered
while researching aspects for Chapter 3 into my lessons.
Years before, in one of my graduate courses, I was lucky enough to have an instructor,
Karen Coats, require the class to create a visual representation of a narrative world of our
choosing. I created a blog called “Incarnations of Dracula.” Among other aspects, I added
sections illustrating some of the varied covers Dracula has had over its century of publication as
well as a sample showing of the many of the actors who have portrayed the Count. Since that
course, I have maintained the blog and update it several times a year. Early in the semester, I
assigned students to review the blog and comment on three aspects they were most interested in.
Once we reached the end of the semester and we read Dracula, I had students revisit the site and
in the weekly Forums, talk about what they noticed the second time that they missed the first
time. Many students talked about how Dracula becomes more and more handsome in how he is
visually portrayed and how he is sexualized despite his actions in the book. Students found that
same type of dissonance when they explored Native American representations in media and the
experiences of the real members of that culture.
While the discussions on visual representations in media were not the focus of the
semester, it did offer a strong tool to aid students in building their “high road” learning. It
supported the scaffolding of learning based on student experiences, which were often rooted in
the visual mediums of television and movies. Students demonstrated an increased ability to apply
that “biased” antecedent knowledge towards reading comprehension, textual analysis, and to
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building a more global and interconnected framework of ideas and concepts to aid in
contextualizing real-world social and political narratives.

Onomastic Inclusion in Incarnations of Dracula
Since “Incarnations of Dracula” was now an assigned text, I added a section to it giving
the origins and trajectory of the name Dracula which evolved from my research for Chapter 2 of
this work. After adding this section, nearly half of all students chose it as one of their three things
to comment on. 101 Here is a sample of the posted observations.
The final thing that caught my attention was the history of the name Dracula. I in
all honesty up until I saw this page on the website thought it was just a made-up
name that was in one thing and then took off from there, I didn’t realize all of the
historical roots from the name.
The history of the name was unexpected to me because I learned that Dracula
meant “Son of the Dragon.” This is out of the blue because you wouldn’t picture
Dracula or other vampires as a dragon.
Lastly, I wasn’t expecting Dracula’s name to have come from an actual person
and a language linguistics [sic]. I thought that Dracula was a made-up character
that industries used during Halloween.
I never knew Dracula had so many ideas behind it.
Having a concrete linguistic thread to follow appears to ground their learning of the
fantastic elements inherent with the vampire in a way that verifies there are real-world historical
connections to be made between literature and the world outside of the classroom. The additional
The most commented aspect was how surprised students were at all of the merchandising done with Dracula,
especially in the range of games.
101
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benefit is that it enhances the global aspect of the globalgothic as following a word or phrase can
take a student to different ends of the globe. As mentioned in the prologue and Chapter 1, even
the word “vampire” leaves a pan-national trail for students to follow and investigate. Starting
with potential roots in the Russian, Polish, Czech, or Turkish languages and following it through
to incidents such as replacing the traditional Japanese word of kyūketsuki, students have a clear
and relatively easy to follow path that demonstrates how people and cultures do not exist in a
vacuum. In my classroom experience, understanding those pathways from a starting point of a
pop-cultural figure nearly everyone has some familiarity with has proven highly beneficial to my
students and helped grow their high road learning abilities.

Chapter Reflections
In the days of online instruction due to the ever-present concerns of a pandemic, the
entire learning and teaching process is made more complex and challenging than ever before. I
believe almost every instructor has lost students due to their being unable to maintain a schedule
regarding readings and assignment submissions while being in quarantine. Likewise, we have all
had students who have had life-altering complications develop due to Covid and its myriad
repercussions concerning socializing, family health, economic stability, and personal mental
wellbeing. I can attest to the strength of the globalgothic as a teaching focus to help students in
difficult times connect to the materials and to remain invested in their studies, even when dealing
with the larger than life stressors. The content created by my students has been more dynamic
than what I encountered when first teaching the course for my internship. I do consider the
upgrades made based on my globalgothic research to have played a critical role in this success.
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I will end with a comment from a student who echoed what many other students
expressed to me at the end of the semester.
I really did enjoy this class. I remember first registering for classes back in Spring
2020 and picking this class. I am not going to lie; I was very confused and a little
worried about what we would be doing in this class. However, I learned A LOT
from it. I love that we connected everything we did to our major, our lens, and
society in general. Yes, I am proud of my grade and that shows I did very well in
this course, but I also know I am successful from what I take away from it as well.
This class showed me the different struggles we have in this society still to this
day and what I can do as a person to not contribute to those struggles. 102
Whatever else the class accomplished, having even one student start at a place of doubt
and gradually grow to contextualize media in light of social issues and their career goals makes
the course a success to me.

I took this to mean as the student not wanting to negatively impact societal struggles rather than not wishing to
take part in any larger concerns.
102
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CONCLUSION
At the end of this leg of my academic journey, this dissertation composes a strong
illustration of my experiences and uptake gained during my time at Illinois State University.
With a pedagogy praxis firmly in my sights for all research, I have constructed a roadmap
detailing my excursions through the four pillars of the English Studies model as they relate to the
Globalgothic lens through the utilization of the vampire archetype. This map allowed me to
position Globalgothic monster studies, with its accompanying historical context, social
commentary, and critical reflections, within a collegiate framework through works by authors
such as Jeffery Jerome Cohen, Nina Auerback, and Lisa A. Nevarez. As a through-line
connecting Literary Studies, Linguistics, Rhetoric, and Pedagogy, my research enabled me to
articulate the myriad facets a Globalgothic lens offers regarding serving the needs of
undergraduate students from across the disciplines. The vampire-focused Globalgothic invites
instructors to introduce materials from across a wide range of eras, locations, and cultures and to
put them in conversation with modern pop-culture iterations of vampire narratives and
remediations.
I believe this dissertation demonstrates to a 21st-century audience the versatility of the
Globalgothic in significant detail as to offer colleagues the material and language to not only
effectively communicate with other instructors as to what the lens engages with, but also with
college administrators and even recruiters as to what soft skills are developed in the humanities.
This level of practical explanation empowers all parties to show a unified focus while informing
students and their families how the pop-cultural antecedent knowledge they currently possess can
be harnessed to support their academic goals without sacrificing rigorous avenues of research,
context, or applicability.
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In Chapter One, I discussed how the inclusion of the Globalgothic lens into a college’s
course offerings takes advantage of the pop-cultural saturation of the vampire archetype and its
countless remediations. I detailed how this area of scholarship can positively impact a student’s
academic performance, develop both critical thinking and highly desirable soft skills, and
empower individuals to build coping mechanisms for dealing with common stressors. As part of
this research, I included the ways students improve their understanding of global trajectories and
narrative distribution methods while simultaneously exploring the “othering” of minority groups
to expand personal empathy through recontextualizing what cultural norms can be.
Chapter Two focused on the history and trajectory of the onomastic literary element of
the name Dracula. I establish the linguistic roots of the historic name, its application and
alternatives over time, and its trajectory through the fictional work of Bram Stoker to its
culturally significant remediation by Turkish historian, Ali Seyfi. Along the way I explored the
background on Turkey’s War for Independence and its complete nationalistic linguistic
restructuring, thus bringing in a multi-cultural perspective to the vampire king. At the chapter’s
conclusion, I addressed the ways both Stoker and Seyfi approached the matter of languages,
titles, and names in their respective works and what those distinctions may suggest to either an
English or Turkish-speaking audience. While the history of the name Dracula has been fairly
well documented by previous scholars, this chapter took that foundation to explored linguistic
elements brought up in Stoker’s work and to cover the largely ignored Kazikli Voivode. This
culturally rich transcultural remediation, when put in conversation with Stoker’s work,
illuminated several seemingly small language-based differences between the two texts which
proved to have far-greater significance in their respective contexts. The differences implemented
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by Seyfi offer a more developed context to understand how uniquely Turkish Seyfi’s work is and
how his tale has been fundamentally altered in the remediation process from Stoker’s narrative.
In Chapter Three, I looked at the non-verbal semiotic elements that have become
hallmarks of the Dracula character across mediums, from his origins in Stoker’s novel, through
his incarnations in theatre, film, marketing, and pop-culture in general. The chapter established
the history and development of the most recognizable visual elements associated with Dracula,
those being the black tuxedo, white shirt, vest, and opera cape. The discussion then moved to
includes the various make-up and prosthetics used to create the visual coding of the character.
Finally, I reviewed the evidence put forth by scholars regarding the interpretation of an
intentional Jewish coding to the character beginning with Stoker and moving through early
remediations. In particular, I wanted to explore the hexagon-shaped military medal added in the
Universal 1931 film adaptation and the interpretation of it representing the Star of David. I
looked at several different historical and religious contexts for a hexagon-shaped symbol beyond
a Jewish utilization and found robust connections to the Muslim faith as well as Buddhism and
with the study of Alchemy. The final result of the chapter was a detailed look at a common
image, its history, and its multicultural meanings.
In my final chapter, I discussed the research I performed during my interdisciplinary
studies internship course. I went into my foundations for the course based on a Literacy
Leadership background, my subsequent methodology, course materials, and finally the data
gathered from student assessments. In the first portion of my chapter, I discussed how a general
interdisciplinary class engaged with the vampire as representative of the gothic esthetic and how
a literature-focused course engaged with the monstrous archetype through global remediations.
The second section of the chapter detailed the alterations I made to the course curriculum based
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on my experiences in the class as well as the information I uncovered while researching the
materials that formed the foundations for the first three chapters of this dissertation. This
including more culturally diverse texts, such as The Night Wanderer, while removing more
traditionally taught texts that students found more difficult to engage with, such the Polidori’s
“The Vampyre.” This not only supported a more robust engagement by the class overall, but it
also brought in additional opportunities to explore issues of othering that is more important than
ever in an increasingly diverse and globally situated society.
To bring this dissertation to a conclusion, I chose to focus my writing and research to
address the application of the Globalgothic vampire as a response to the current trend that some
colleges are downsizing their Humanities programs based on a perceived lack of interest in the
courses offered. As humanities courses and programs offer vital development of the soft skills
employers are eagerly seeking, as well as critical analysis of information and apparent narratives
in media, I maintain that students are best served by having Globalgothic courses and materials
available to them. Anyone wishing to further explore the applications of the Globalgothic or
monsters in general for classroom instruction would do well to consider such books as Our
Vampires, Ourselves by Nina Auerbach, Globalgothic edited by Glennis Byron, Monster Theory:
Reading Culture edited by Jeffrey Jerome Cohen, Monsters in the Classroom: Essays on
Teaching What Scares Us edited by Nancy Hightower, and The Vampire Goes to College:
Essays on Teaching with the Undead edited by Nevarez, Lisa A. Nevarez.
Finally, the question is asked concerning what the future research for the Globalgothic
might be. My dissertation focused on one specific type of monster that winds itself through that
fog-shrouded field. After running into the vampire’s monstrous cousins during my research,
werewolves, witches, and revenants, I would suggest branching out the lens to encapsulate a
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variety of archetypes. While my passion has always been for the blood-drinking undead, there is
more than enough room at the feast for the related monsters. Even more than that, books like
Frankenstein and films like 1941’s The Wolf-Man can offer possibly more compelling narratives
concerning the exploration of how society other’s those it does not understand. Once we move
beyond the grave, we can look more at the historical persecution of witches and how, over time,
shows such as The Chilling Adventures of Sabrina have begun to reclaim the identity of the
Wiccan woman, the wise woman, away from the stereotypes of old.
We can also address, with the nuance and historical context that is required for such a
topic, how human illness and physical abnormalities supplied cultures with enough material to
both demonize and romanticize those labeled as “freaks” of nature. Understanding the realities of
those like John Merrick, the “Elephant Man,” and others who toured with sideshows and
carnivals is a very important piece of history and culture to know when students begin to look at
how our current society views such people. As an instructor at a community college in a heavily
rural area for over a decade, I have seen how even those going into the healthcare profession can
exhibit a shocking lack of empathy. Without that ability to understand the realities of others,
these students can, inadvertently, create monsters of their patients.
As future research into the Globalgothic begins, I see it needs to incorporate more
monsters than the vampire as a way to move from the purely supernatural elements of mythology
and into a more realistic, scientific-based reality where students must directly confront societal
and even personal prejudices. While many of the books and stories I have used include those
transformative elements, I believe stories such as the science-based Frankenstein can potentially
have a greater impact on students and developing their empathy once they have the Globalgothic
foundation to build off of. To start them on their way, however, I say you cannot go wrong with
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the un-dead monster who rises every October to take its place as a globally recognized symbol of
all that frightens us and all that entrances us.
Here, at the end of this road, I would like to conclude with a quote from, as Ray Bradbury
once called him, “The Blessed Mr. Poe.” 103
I hastened to make an end of my labour. I forced the last stone into its position; I
plastered it up. Against the new masonry, I re-erected the old rampart of bones.
For the half of a century, no mortal has disturbed them. In pace requiescat!
– “The Cask of Amontillado.”

103

The episode titled “Usher II” from his television anthology, The Ray Bradbury Theatre.
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APPENDIX A: FIGURES

Figure 1: Der Golem by Hugo Steiner-Prag. The illustration was an inspiration for the look of
Count Orlok in Nosferatu.

Figure 2: Close up of the medal taken from an
original publicity still. Photo by Factory
Entertainment.
Here we can see the details of the original
medallion. Up close the star and crescent motif
is clear. The original prop has been lost since
the filming.
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Figure 3: The officially licensed Universal Studios replica prop. Photo by Factory Entertainment.
Here we have a replica prop made in an agreement with Universal Studios. The artists state they had
to craft the mold based on publicity phots taken during the time of filming as the original prop was
lost. In their research Factory Entertainment discovered it was common for studios to buy up
surplus military supplies from foreign countries and repurpose them for films. In the case of
Dracula’s medal, Factory Entertainment think the props department modified an existing medal
rather than use one as is. This motif is Islamic in nature with a possible sun and moon image in the
center.
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Figure 4: On the left of the picture is the Moroccan Order of Nichan-Hafidien. Photo by
Harrold E. Gillingham
As we see in the image on left, there are clear Islamic-based military honors that mirror the one
used in the 1931 film. With only some modification, this could have served as the foundation for
Lugosi’s medal.

Figure 5: Cherifien Order of Military Merit. Photo by Harrold E.
Gillingham
As with the Order of Nichan-Hafidien, we see the use of the hexagram
as part of the design. On the back is the Arabic inscription, “There is
no God but Allah and Mohammed is his prophet”.
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Figure 6: The prop replica against a while background. Photo
by Factory Entertainment.
As we can see, once the medallion is against a while
background, as in the case of Lugosi’s shirt in the film, some
datils of the sun-burst pattern are lost and the star and crescent
symbols become prominent creating a stronger suggestion of a
Star of David.

Figure 7: Anahata Chakra. Photo by Isha Sadhgurgu
In the upper left-hand corner is the “lotus flower” depiction of the Heart Anahata.
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Figure 8: Sheriff’s symbol for Marquette county in the Upper Peninsula of Michigan. Photo by
Marquette County Sheriff’s Department.
This is a common motif for sheriff departments around America. This particular department is
from my hometown of Marquette in Michigan.
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APPENDIX B: EDUCATIONAL MATERIALS
Document A
Semester Warm-up
We understand that the way a person dresses can give us ideas of their personality. We make
these conclusions instantaneously and nearly subconsciously through our System 1 functions.
Through time we learn to challenge these impressions for accuracy, using our System 2, yet we
all have them. For example, it is a common conception that people with glasses are smart. While
this is not 100% accurate, it is a common association. With this in mind, look at the picture
below. Describe this person’s personality using 8 words.

1*
2*
3*
4*

5*
6*
7*
8*
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Document B
Vampire Antecedent Knowledge: Survey #1
Directions: Answer each question to your best ability. Several of the following questions may
require a few paragraphs to complete while others will only be a few words. You will need to
bring in a hard copy as well as submit your responses electronically. Keep this Survey for your
records as it will be the first entry into your Vampire Journal.
1) Just from your own antecedent knowledge, tell me what you think of the character
Dracula.
2) Have you read Dracula? If so, how long ago?
3) Have you seen a film or stage adaptation of Dracula? If so, how long ago and what type
was it?
4) Have you read a book, seen a film, or watched a tv show with Dracula as a character? If
so, what were they?
5) Have you read a book with vampires as the main characters? If so, which one/ones?
6) Have you seen a film or tv show with vampires as the main characters? If so, what were
they?
7) Besides the phrase “blood-drinker”, choose 5 words that come to mind when you think of
vampires.
8) In your own words, define what a vampire is.
9) List any additional antecedent knowledge you have about vampires not covered above.
1 Page Response, double spaced:
Do you enjoy stories or media with vampires in them? Why or why not? What is your personal
history with this archetype? How have you come into contact with the image of the vampire?

Note: Be specific in your answer. “I like them/ I just don’t like them” or “Because they’re
interesting/weird” are not sufficient. What attributes do you find interesting or weird? What
about them gives you the impression that you do?

218

Document C
Our Monsters, Ourselves: Survey #2

The title above refers to a book by Nina Auerbach entitled, Our Vampires, Ourselves. In it, she
speaks of how the vampires of each generation reflect the fears of its populace. Much in line with
Monster Theory, her purpose was to deconstruct the underlying themes and metaphors that
vampires embody, both at the time of their construction and when they are being read. For this
second survey, you will be looking at how the vampire reflects your experiences in the world

First: Choose 1 of the following stories to write about: The Vampyre, The Shunned House, The
Flowering of the Strange Orchid, Luella Miller, or I am Legend.
Second: Think about how the vampire in that story reflects a real-world “monster” you have met
in your own life. This can be a school bully, some who became a bad friend, a poor relationship,
a problem with a family member, etc. Make some notes comparing your monster encounter to
the one shown in the story you picked.
Third: Write a 5-page, Time New Roman, 12-point font, double spaced, reflection of how your
own monster experience relates to the fictional vampire in your chosen story. Talk about how
Ruthven, Luella, the stranger hiding out of sight, or whichever vampire you choose relates to
your own lived experiences. The purpose of this survey is for you to draw a personal parallel
between difficult people or times from your life and the vampires written about by our authors.
This means your reflection must be in the first person and talk about a specific person and/or
situation, not a general statement about how people can be cruel.
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NOTE: Do not attempt to re-tell the plot of the story you chose. Points will be lost for a simple
re-telling. Instead, cite specific points/passages from the story that connects to your personal
points.

To quote the song Goodnight Demon by Aurelio Voltaire:
I won’t tell you, there’s nothing ‘neath your bed
I won’t sell you that it’s all in your head
This world of ours is not as it seems
The monsters are real but not in your dreams
Learn what you can from the beasts you defeat
You’ll need it for some of the people you meet
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Document D
Survey #3
Section A: Short Answers
1) Choose the first 5 words that come to mind when you think of vampires.
a)
b)
c)
d)
e)

2) Create your definition of what constitutes a “vampire.” Length: at least one full paragraph
in size.
Section B: Essay
Review your replies to the previous two surveys and pertinent comments and insights you noted
in your Vampire Journals in order to answer the following questions:
“How has your concept of the vampire archetype changed over the course of the semester? What
texts have we read that have made the greatest impact on that change?”
NOTE 1: For full points, you must include 2-3 quotes from your own writing in an earlier
survey/Vampire Journal entry.
NOTE 2: Additionally, you must include 1-2 direct quotes from any of the books or stories we
have read that illustrates the sort of writing you encountered that changed your perceptions on
this monster archetype.
Technical Requirements: 2-3 pages, double spaced, Times New Roman, 12pt font.
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Document E

Vampire Journal Format

Publishing
Name of Book/Story:
Author:
Year of Publication:
Interesting Facts:
Story
Name of Main Vampire:
Physical Traits:
Personality Traits:
Fits Genre Expectations:
Fights against Expectations:
Monster Theory
Thesis 1:
Thesis 2:
Thesis 3:
Thesis 4:
Thesis 5:
Thesis 6:
Thesis 7:
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Disciplines
Connects to Your Discipline & How:
Other Disciplines Connected to Story:

Questions
1#
2#
3#

Observations/Notes
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